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FOREWORD 

These short co mm entaries of the Sangeet Granthas of the past ages form 
a very valuable contribution to the music literature of modern times In 
these the author has left behind a smooth path for a student of the past 
history of our music through the labyrinth of the ever changing system of 
Rag-Ragmis Indeed, had it not been for the late learned Prof Bhatkhande's 
persistent application to the study of the old literature on the subject with 
a definite aim at solving the diverse and therefore mysterious and baffling 
methods of explanation of ’a common topic with which it is filled perhaps 
the histoiy of our music of the past centuries would have remained oblivious 
to us today Ever since the time of the Sangeet Ratnakar our music had 
been going through a process of reformation as it were The old system of 
Grama-Moorchhana-Jati was abandoned and gave place to the Raga-Ragim 
or the Janya-Janak (Thata-Raga) theory. In Northern India the Mahomedan 
rulers proved to be great patrons of music and dancing They brought with 
them their own music which, as it always happens in this country, was as¬ 
similated into the then Hindu music New melodies, new styles of inter* 
pretation, new types of songs, new Talas were introduced Thus today we 
have got what we know as Hindustani music which is a beautiful monument 
of the fusion of Hindu and Islamic Culture 

In the midst of this reformation a few Grant has expounding the system 
of music in vogue in their'respective times were written Two of these, 
Ahobala’s Sangeet Parijat and Somnatha’s Ragavibodh had already been 
published when Prof Bhalkhande took up the study of the Granthas This 
does not however mean that they were understood by anybody In their 
anxiety to link up the ancient system of music with that current in their own 
days the authors of these Granthas have rendered themselves difficult to 
understand E, G Somnath explains his music scale in terms of Shrutis as 
the ancients did As to what was his exact interval of the Shruti he is mum 
He bases his theory on a chromatic scale which is current today in the south 
as Mukhari and describes his flats and sharps with reference to this scale 
In the north even perhaps at Isomnatha’s time a diatonic scale had already 
been adopted as the standard scale Ragavibodh was therefore difficult for 
the northerners to understand Similarly Ahobala dutifully accepts the 
Shrutis and Moorchhanas of the ancients and describes them m elaborate 
details in the Swaradhyaya. When however he comes to the Ragadhyaya he 
quietly selects from the Swaradhyaya whatever had a practical bearing on 
the music current in his time and throws the rest of the bundle overboard 



Even the facts that Somnatha's standard scale was like the Mukhari scale of 
the Karnatnk system of music and tliat Ahobala's standard scale was like the 
Kaphi of the Hindustani system of music were hardly discovered before 
Professor Dhatkhandc's commentaries on these Granthas, namely Raga- 
vibodh.vPravcshika and Parijata-Pravcshika came out. At least there is no 
record to prove it. 

Under such circumstances it was but natural that the literature of our 
music of the past should have remained unattended to so long. 

These articles deal with over a dozen Granthas and give enough 
information which makes it quite easy to understand them. Some portion of 
this book lias already appeared in print in ‘’Sangeeta” the Journal of the 
Morris College of Hindustani Music, Lucknow. But unfortunately the 
journal having ceased to appear after the fifth issue the rest of this book 
remained unpublished until the late Mr. Bhalchandra Sitaram Sukthankar the 
editor and publisher of the Kramik Pustak Malika thought of bringing the 
whole series out into a book form. This volume was half way through the 
press when unfortunately Mr. Sukhthankar fell ill and died in April 1940. 
The printing was taken up again a few months ago. Coming, as it is, from 
the pen of the foremost authority on the subject, it need hardly be added 
that this boo!: will prove a very interesting and enlightening study. 


S. N. Ratanjankar 




But how are we going to systematise it ? What systems are we going 
to adopt? We know that our music in the past was highly systema¬ 
tised and that the system adopted was the best tor its needs. ' I would 
even go further and say that the system adopted by some of our old 
Shastra writers would be found suitable even for the classification or 
systematisation of our own music. The putting on a different suit of 
clothes does not change the individual clothed, and similarly, though 
there may be, and are changes in the music as it is now, from what it 
was then, there is no such fundamental alteration in it as to make the 
modern music an essentially different thing. It is, therefore, necessary, 
in my opinion, to consider the system or systems adopted by our old 
Shastra-writers in order to construct a good workable system for our 
present music. Though the external appearance of our music has 
to some extent changed, yet, the frame work, to my mind, appears 
the same. This is apart from the pride one feels for what is one's patri¬ 
mony. Then again by studying the ancient texts, we can also restore 
some of the Ragas, which were formerly popular, but have ceased to 
be in vogue and can correct the method of singing some melodies 
which are at present incorrectly sung. The principal changes which 
have taken place, are either as regards the names of the Ragas, or the 
notes used in them, or as to the Thatas to which they are to be assign¬ 
ed; or perhaps some of the ancient graces and "Gamaks" have lost 
their ancient forms and so forth but in the main the substratum of our 
music is undoubtedly the music of the past, and that being so, a study 
of the past music, in my opinion, is essential. All art, as we know from 
experience, is progressive, and the Music of today will be the music of 
the past in a few years more. But the study of any art is incomplete 
without the study of the progress which it has made, which again is 
of material assistance in the study of the art as it exists. It is rightly 
observed that in order that a body of artists who represent any parti¬ 
cular art should really be proficient in it, they must be well-versed in 
the fundamental principles of it. In the present moment, unfortunately, 
most of our professional artists are not learned in the science of music 
and the theorists are not well-versed in the art. I am only speaking of 
my part of the country. This state, however, is happily passing away, 
and the Indian nation is now taking a great interest in the subject. It 
is to be expected that at no distant future we shall have people who 
combine in themselves both the art and the science of Music and then 
the progress we make will be both rapid and stable. 

Having so far tried to show the importance of the study of the 
ancient Sanskrit books, I shall now come to the second question, name¬ 
ly, the subject matter of the study. Before taking up the consideration 
of this question, I may here point out that the Sanskrit works I have 
selected for consideration almost all belong to the period when the 
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35 to mx 
*36 to 

37 

38 to 

39 to sm^rm^R 


40 $r% sfrr 

41 

42 to 

43 xmm 

44 ff#Rwr^ 


45 fm (^Rm) 

The following Sanskrit works'will be available in the Govern¬ 
ment Oriental Library, Mysore. 


1 atfSR^H 15 ! 

2 3nmP?5fS 

3 

4 mVz m 

5 HtfcT 

6 mtm . 

7 tttt 


8 tm 

9 

.10 

• 11 ffjTrcr 5 >$pt 

12 stffamrmm • 

13 

14 wrcarc 

t5 ^65^c5t^R 

The following Music granthas will be found in the Palace Library 
at Trivandrum. 

1 8 

2 sTismV 9 ttft 

3 10 ,, 

4 ■ 11 mtor 

5 ' 12 „ pm 

6 13 

7 U xmwf&zw 

The following will be found in the Central Library at Baroda: 

1 tm imRcsl 3 

2 ttK ^5?0 4 mfar 

I am informed there are some more lately acquired by the • 
Baroda Government. 

The following are the treatises available in the Library of His 
Highness the Maharaja of Kashi. 
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Tho following Sanskrit works' will be available in the Govern¬ 
ment Oriental Library, Mysore. 


1 3iftFFTC$w 

2 STfaR53* 
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4 *|1* 5TCT 

5 44m $4°r 
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7 44m 
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9 
10 
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12 44ta?mfrK • 

13 4%c5Wjfq^r 

14 mmn 
15 

The following Music granthas v/ill'be found in the Palace Library 
at Trivandrum. 

1 8 WFtiqzm 

2 9 4% 
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3 JtrzsWffo 10 ,i 

4 zmxnR u 444r sw 

5 ^rrnmm * 12 » 

G 13 flfWtcW 

7 14 ^TcTIc5TK^f°f 

The following will be found in the Central Library at Baroda: 

1 mfm mmft . 3 

2 44m wfi&O 4 44m mis 

I am informed there are some more lately acquired by the * 
Baroda Government. ' . 

The following are the treatises available in the Library of His 
Highness the Maharaja of Kashi. 
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4 44to arptcO 

5 44fo qrf^TTfT 
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35 H° HR 
•3G Ho 

37 

38 Ho hh^I^ 

39 Ho ^ti%h?hR 


40 H% 

41 Ho STRS^tffRr 

42 Ho sqVff# 

43 wmm 

44 Htfr5mnr«HH 


45 HHf'R ?m ('T^RW ) 

The following Sanskrit works * will be available in the Govern¬ 
ment Oriental Library, Mysore. 


1 

3 an^HWHHR 

4 SflfcHHf 

5 mfm 

0 HHIHR . 

7 w\m 


8 HHfcf w 

9 

1 1 HHfa c5 qm 

12 mflHHHHHR • 

13 

14 mmn 
15 HRHoS^lfafr 

The following Music granthas will be found in the Palace Library 
at Trivandrum. 

1 3fn?R3$r°r 8 iHpkfcsrm 

2 HTST3RT 9 H% • 

3 10 ,, ^THFl 

4 - 1 1 H41H HRf 

5 «Hc5HHH?cf ■ 12 „ 

G nrs#? 13 hhhrcW 

7 HI^T^ST 14 

The following will be found in the Central Library at Baroda: 

1 H4THHHRc5) .3 

2 44icr httoCf ‘ 4 HHfcr h^k 

I am informed there are some more lately acquired by the * 
Baroda Government. 

The following are the treatises available in the Library of His 
Highness the Maharaja of Kashi. 


1 h4rt RHRR 

2 H*ffcT 

3 H° 1HTPR 

4 HH1H HTH^fl 

5 h41h miiW 


G UHHRReft 

7 HHRtf 

8 ^ SHT-( H5RT) 

9 anH^r (nsfr) 
10 
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With these important cautions in mind, we shall now approach 
the subject of Bharata’s Shrutis and Swaras. 

To begin with, says the author: W! | 

In fad, in this small 

sentence he lays down the definition or rather the measurement of his 
Shruti. He takes it for granted that his learned readers are practical 
musicians, who know the difference between the Panchama of his 
Shadja Grama and that of the Madhyama Grama. With that assump¬ 
tion, he further explains his method of fixing the Shrutis of his scale. 
The Sanskrit passage may be translated thus: "In the Madhyama- 
Grama, the 'Panchama' is lowered one shruti. This lowering of the 
Panchama to obtain the Madhyama Grama' ’Panchama' or the raising 
of the Madhyama Grama ’panchama' by one shruti to obtain the 
Shadja Grama ’panchama' is the measure of a shruti." 


Translation.—"The following examples will clearly indicate the 
position of the shrutis." 

Translation.—"First let the vinas having wires, instruments of 
playing, wooden frame, and murchhanas be made of identical quality 
and let them both be tuned to the Shadja Grama scale." (Evidently 
he expects readers to know how to do it). 

Now, 

aware rt ^rf i 

Translation.—"Set one of the two Vinas to Madhyama Grama 
by lowering its ’panchama' one shruti only. (The reader as a practi¬ 
cal musician is expected to know the lowered panchama). 


Translation.—"The next step is to make this Madhyama-grama- 
vina a Shadja-grama-vina, not by restoring the lowered ^panchama 
to its original pitch, but by taking it as a real Shadja-grama panchama 
of four srutis." (In other words the author wishes the reader to lower 

all the other swaras of the scale, namely *n, \ *T, V, ft, 


Thus, (AT #FTI) 1 

Translation.— “The whole Madhyama-grama-vina after' this 
would be lower than the other untouched shadja-grama-vina by 

one sruti." 



Translation —"By repeating the same operation (i e by lowering 
the new madhyama-grccma'-Yina 'panchama' one sruti and accepting 
the same as shad)a grama panchama') the result would be 

ilfanftlKWl ^Tf TOPTt ifarflfr Stfarff: I 

Translation—"The swaras ’Gandhara' and ‘Hishada’ would 
coincide with the ’Rishabha' and ‘dhaivata' of the Shadja-grama^vina 
because they are only two srutis higher in pitch than the 'nshabha’ 
and 'Dhaivata *" 

SHWAfcNWiwWtiraf to TOnftw ^5?^^ i 

Translation —"Another similar operation and the ’dhaivata' and 
'nshabha' of the 'Chala Vina* will enter* that is, will coincide with the 
'panchama' and 'Shadja' of the untouched vina the distance between 
them being only three srutis (We know that according to all cndent 
writers the ‘dhaivata' and ‘nshabha* are only three srutis higher than 
the panchama and ‘Shadja* respectively) tT S.t$4( l T f g pj t 
«tttgT5IT *T«T*T tfvm I 

Translation—"One more repetition, and the ’panchama' 'Madh- 
yaraa' and 'shad)a # of the chala-vina will coincide with ’madhyama' 
’gandhara' and ‘mshada’ of the ’achala-vina,' the distance between 
the two sets of swaras being only four srutis " 

I 

Translation —“This illustration will clearly show the twenty two 
srutis of the two gramas the author expects the reader to locate the 
srutis and Swaras in the light of this explanation,) 

If we assume our interpretation of the text to be correct it will 
appear that Bharata's reasoning is quite lucid and at the same time 
sufficiently simple The following observations will make Bharata's 
view more clear. To begin with, Bharata says, that the two vmas are 
first to be tuned to the shadja grama scale We will say there are only 
seven wires to represent the seven notes of the scale on each of the 
two vmas Evidently then, seven wires are to be tuned to the seven 
correct notes of the shadja grama scale I have already said that 
Bharata presupposes in his reader a perfect knowledge of the *pcn- 
chamas' of the two Gramas and an ability to tune the vmas according 
to the directions he proposes to give When one of the vinos Is lo be 
made Wadhyamor gnomic, a/J that he means is thctt fhe wire represent¬ 
ing the 'panchama' in the shadja grama is to be slightly loosened so as 
to make it produce the ’panchama' of the madhyama, all other notes re¬ 
maining in their original positions The second direction of the author 
is most important He directs the madhyama gramic vina to be 



verted again into a shadja gramic vina, but he wants this to be done 
not by restoring the ‘panchama' to its original pitch, but by accepting 
the changed panchama' as a proper ’panchama' for the new shadja 
gramic vina. Now we know that this can be accomplished only by 
lowering all the other notes of the vina by one sruti and that is what 
Bharata says will be the result. He says 

“ m gsiwsi i ” 

Translation.—When the Chala-vina is thus made shadja gramic 
the pitch of Sa will be three srutis, that of Ti' will be six srutis, of ’ga' 
eight sruti and so forth. By repeating this process another series of 
srutis namely, two, five, seven, eleven, fifteen, eighteen, twenty will be 
discovered. But the ga and *Ni' of the Chala vina will now coincide 
with the ri and ‘dha' of the achala vina. On another repetition of the 
same process, the swaras ’sa', ’ma', ’pa' of the chala vina will coincide 
with the ’ni', ’ga' and ’ma' of the Dhruva or achala vina. 

It will be readily conceded, I suppose that the process so ela¬ 
borately described by Bharata will be possible only if the Sruti interval 
remained the same ail through the octave. According to Bharata then, 
the sruti was a real unit of measurement in determining the ratio bet¬ 
ween the several Swaras. In other words, the ratio of'the. first to the- 
second sruti was equal to the ratio between any two consecutive srutis. 
There are twenty tv/o srutis in all and if we take the starting point to be 
the sruti of ni' in the lower octave, and as equal to 1, then the twenty- 
second sruti, that is of Ihe higher ’ni' would be 2. There being twenty- 
two equal intervals between the higher and the lower ’ni' each interval 
would be equal to the twenty-second root of 2. 

I do not claim any originality for this explanation of Bharata's - 
srutis. The view was submitted before the first All-India Music Con¬ 
ference by a learned scholar of my part of the country, namely the late 
Mr. V. V. Phadke, retired first class subordinate judge, in the year 1916. 
The view appeals to me, and I have therefore, thought it proper to place 
it before my readers. The late Pandit Abraham of Tanjore also read a 
paper before the first All-India Music Conference at Baroda on the srutis 
of Sharangdeva Pandit, and showed that no scale in which the srutis 
were taken as unequal could under any circumstances be accepted ^ 
as Sharangdeva's shuddha scale. The Pandit's paper is now printed 
and published, and I shall not write about it here. 

The chief object of these articles is to place before the readers a 
comparative analysis of the different Sanskrit works on Indian Music 
Written at'different times, in order that such comparison should help.in 
the determination of a suitable system for our present Hindustani Music. 
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(hem. Hrdaya Narayana Deva. the author of Hrdaya Prakasa and 
Hrdaya Kautuka quotes from the Tarangini. These two last named ' 
treatises, were written about the year 1650 A.D. 

We shall now go into the subject matter of the Tarangini. 
Lochana, after giving the divisions of Gita as Nibaddha and Anibaddha 
at once takes up the question ol the Srutis. In common with all his 
predecessors, he recognises twenty two srutis, to the scale, with their 
well-known names Tivra, Kumudvati, etc. The distribution of srutis 
among the seven shuddha swaras, as 1 

is also accepted by him. The swara becomes manifest on its last sruti. 
The accompanying chart will show at a glance how he places his 
swaras on his twenty two srutis. 


Chart Showing the Shuddha and Vikrita Swaras of the Raga Tarangini. 

. Shuddha Vikrits Shuddha Vikrits 

Shrutis. svraras swaras. SnrU swaras. swara 

> (3. JTTcff ... (frRRffl 

3. #fi $5^33 


* 

v 35 

h srofr 

V> 35 

c 

.o ... 






(cfcT *TfaR) 
crbicR *if m 


Shuddha Vikrits 
nru a ' swaras. swaras. 

u jfrcfr ... (crRRwnfarc) 

a#ffternfarc 

tv firafr 

tH TrtfT ... tffTO 3 

to StlcStfcft 35 
U 

n inttfr .•* 

3o ^TT %cT 

3». 33Tf 

33 . dirndl 35 : 




3 


^frTOT33T3:=^PT 


(For detailed explanation, the reader is requested to refer to the 
jnslahon which follows).. 

#T(3: sWaTCT S ^ H 

Translation. —When the notes W or 'dhrf are played or sung 
, their penultimate srutis, literally when they give up their last srutis. 



15 

they are supposed by experts to have become Vernal ri end Kcmal dha 
(flat 'rt' and flat ’dha'h 

Observation-—Shuddha ri and shuddha dha are the sounds oi 
the seventh and twentieth srutis respectively in the ordinary twenty two 
smti scale. Komal n and Vernal dha therefore, will be the sounds of 
the sixth and, the nineteenth sruhs The Orthodox view has always 
been that a shuddha swara manifests itself on its last sruti 

Wifo *T«rcHffa >rtro trotrf gfcu 

Translation —When Gandhara stands on the fust sruti cf Mad- 
dhyama it is said by the experts to become ‘tivra' or sharp 

Observation.— 1 The srutis between shuddha 'ga and shuddha 
'ma' are four, the fourth being the sound of the shuddha ’mo* The 
gandhara therefore could move up four srutis, tight uplo the place 
occupied by the shuddha ‘ma\ It will be carefully noted that the note 
’ri' only became fcomat but not Uvra The note gandhara again, only 
moved up and became tivra but was not allowed to go bade end 
become Vernal. 


^thi u 

Translation —When gandhara stands on the second sruti of med- 
dhyama, it becomse tivratara 'go' and when it stands on the thud sruti 
of that note it becomes iivratama ga\ When again it rises up to the 
fourth or last sruti of *ma' it becomes atetivratama 'ga‘. 

Observation—A glance at the sruti swera chart will show that 
ati-tivatama ’ga' and shuddha 4 ma‘ are identically the same sound 
The object of giving two different names to the same note will be clear 
when we examine the dihnitions of the regas later on. 

to* fWiSrs snwt I 
st<r fmn^r: wsft 11 

ijfaprft »ki Wf* H 

Translation —When nishada takes the lust sruti of shod ; a, it be* 
comes tivra nishada, according to those who are learned in music. 
When nishada takes the second sruti cf shedja, it becomes tivratara ni 
and when it takes the third sruti of shad,a, it becomes, tjvratama ni. 



Observation.—It .will be observed that although the distance of 
the shuddha shadja above the nishada is four srutis, the rise of nishada 
is only through three srutis. Shadja and punchama do not under any 
circumstances, take the names of their respective preceedirig notes. 
It will be remembered'that gandhara could rise up to the fourth srit 
of maddhayama, and become ati-tivTafamor 'ga\ There are four srutis 
between 'ma' and 'pa*, but ma could rise only upto the third sruti of 
'pa and become tivra ‘ma* (ivrafara ’ma’ and tivratama.’ma*. There 
is no ati-tivratama 'ma*. . * 

Ffpffft ftW H 

Translation.—When nishads tabes two srutis of shadja, it is also 
called Kakali nishada. It should be sung in the place of tivratama 
nishada. 


Observation.—fCakali is a well-known swara name in the 
southern music system. Kakali nishada corresponds with the tivra 
nishada of the Hindustani system. Sadharana ga’ Antar ga', Kcrishika 
*hi', and Kakali 'ni', are now universally understood to mean homo! 'ga 
tivra 'ga', komal ’ni', and tivra 'ni', of the Hindusthani system. The 
important question before us will now be what was the shuddha Thata 
of the Raga Tarangini? The answer will be it was no other than the Kafi 
.Thata of our current Hindustani music system. The shuddha ‘ga* and 
and shuddha ‘ni' of Lochana Pandita are te Hindustani komal 'ga' 
and komal ’ni'. The conclusive evidence, however, on this point will 
be seen when we come to discuss the Thata definitions. The shuddha 
171010 of te Tarangini could never be our modem Bxlavala Thata, be¬ 
cause, the tivra ga' and tivra 'ni' necessary in te Bilawala scale are 
vikrita notes .according to te Tarangini. Then again it will be noted 
that te notes ‘ri* and 'dha' become komal 'ri* and komal 'dha'. 


Lochana Pandita lays down te following twelve Thdtas and 
ten classifies his ‘janya' ragas under them:— 


(5) 

(3) *?RT 
fy) 


(K) %5TC 
00 ?** 
(») STt* 
(c) ** 


(U)i^RT 

(u) 


These Thatas are described by te autor as follows:— 


(1) BHAIRAVL 

^7 ^sTFTcf ?p* 11 
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Translation—The seven shuddha swaras should be carefully 
sung or played and the moment that is done the Thata called Bhairavi 

will be produced 

* 

Observation —This definition of the Bhairavi Thata will no doubt 
cause surprise. The Bhcnravi Thata known to the student of Hindustharu 
Music takes komal YT and komal ‘dha' that of Lochana is the KaK 
Thata The Bhairavi mela of the southern system takes ’ri' hvra and 
’dha' komal of the Hindustani system. Lochana evidently knew the 
southern practice as well. Because in the next verse he says — 

3f^r 5 tkfr i 

WS3T3T^: 11 

Translation —Others use a komal dhaivata in the Bhairavi raga 
I know, but that is incorrect , Bhairavi with a komal dhaivata will not 
be pleasing 


(2) TODY 

{TTTTTTT: l 

tfhft sht ctm II 

Translation —Take the seven shuddha swaras again Make 'n' 
and dha komal and the resulting Thata will be Todi It should be 
sung as such by the singer 

Observation —The Todi Thata of all andent Sanskrit writers 
Corresponds with our modem Bhairavi Thata of the Hindustani system 
Any of our southern friends will confirm this statement The Todi Thata 
of the southern system is even now the same as our modem Bhairavi 
Thata This verse proves that the shuddha scale of Lochana was our 
modem kafi Thata, because the Kafi Thata could easily be converted 
mto the Todi Thata, our modem Bhairavi by making ’ri'and ‘dha’, komal 

-h 

* 

(3) GOURI 

eft ^ sr weTi 

TOft srcssT nrfi if 

Translation —If in the last mentioned Todi Thata, the note 
gandhara takes two srutis of maddhyama, and the note nlshada be- 
* comes Kakali, the resulting Thata will be Goun 

Observation—The Gouri Thata ol the andent writers is uni* 
versaHy admitted to correspond with our modem Bhairava Thata. 
Here again we have further proof to show that the Shuddha Thata of 
Lochana was our Kali 



(4) KARNAT. 


7?>iirf s: apft *frcR q&fj£[ su^ ^ n . 

Translation. If you take the shuddha swara scale of seven notes 

and raise gandhara therein by two srutis, the resulting Thata will be 
Karnat. 

Observation. The Karnat Thata will be the modem Khamaj 
TTiorta of our Hindusthani system in which all notes except the 
nishada are shuddha. 

(5) KEDARA. 

Translation.—If in the Karnat scale, the nishada becomes Kakali 
the vina will produce the Thata known as Kedara. 

Observation.—The Kedara Thata of the Tarangani will corres¬ 
pond with our modem Bilcrwal scale. 

.(6) IMAM. 

fffcT ? flT<TRt % s 1 

^ifcr s: m 11 

Translation.—If in the last mentioned Kedara Thata the mad- 
dhyama takes two srutis of panchama, the resulting Thata will be Iman. 

Observation.—This is exactly our modern Yaman Thata of the 
Hindusthani system. The only difference is that the modem Hindu¬ 
sthani musidbn uses the swara names tivra ‘ga' tivra 'ni' and tivra 
'ma' in place of Lochana's Tivratara ‘ga' tivratara ’ni' and tivratara W. 

(7) SARANG. (A) 

RPTR: STTCrl ^ II 

Translation.—If in the Iman Thata just described, the Ga coin¬ 
cides with the shuddha maddhyama and the dhaivata takes the place 
of the shuddha, nishada the scale produced would be the Saranga Thata. 

Observation.—The Gandhara which stands in the place of 
shuddha ’ma' would be called ati tivratama ’ga' and the dhaivata 
standing in the place of shuddha nishada would be called tivratara 
’dha'. In ancient music, two notes of the same denomination were not 
allowed to appear in the same scale. Hence the use of the atitivratama 
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dha by Lochana No such scale appears io be in use in the music 
system of Western India at present. But there is one like it in the 
Southern system and is known there by the name o i Chitrambari. 

(11) MUKHARI. 

snqft .wa raff 'll 

Translation.—If in tire shuddha swara scale the dhaivata be¬ 
comes komal, the resulting scale will be called shuddha Mukhari, or 
Mukhari. * . - 

Observation.—This scale will correspond with the modem Hin¬ 
dustani Asawari Thata or according to some the Jaunpuri Thata. The 
Southern scale answering this description would be Nata Bhairavi. 
There is a Mukhari scale in the Southern system also but it materially 
differs from Lochana's Mukhari. 

(12) DEEPAKA.. 

The author gives no definition of this Thata. He simply says:— 

I ' 

This shows that the Raga Deepaka had already gone out of use. 
Lochana says, if the Raga has to be revived, its features should be 
settled by the best living experts, evidently in a Conference. 

Quaere.—What becomes of the usually fold story that the raga 
deepaka was sung by Miya Tansen with disastrous results to himself 
in Akbar's Court. 

The twelve thatas of Lochana with their swaras may be written 
in terms of the Hindusthani swara names thus. 

( > ) *1 R I 

) ?fl€r—*TI, ff ^RTcS, q gsT, R f 

(\) vfifr—Hr, (1 *i 33c» vv £rra hips: I 

(V) qsofisr—?n, fr n «j?r, <r «r 85, fir #f® 1 

(H) %^R—HI, fi 35, ’I 35, R 35, T 35, R 35, fir 35 I 

(%) m, fr 35, ’i®, * tffa. R 35, R 35, fir 35 1 
(v>) rrM-ri, fr 35 ,x* 35 , &(fm, t 35, x, ft & 35 l 
(c) nq— hi, fi.35, 3 35, r 35, t 35, x , ft & m l 
(^hi. d 35 ,3 35 , *tffr, ^35, x , ft &35 f 

«o) «Rf«fr—Rt, 0 5T 35, 3 cfi^r, r 35, R ftsz i ' 

(\ f ) fff, fr 35, 3 5 35,35, 3 * 

—Nil. • . 



The author classifies his seventy-five 'janya' ragas under these 
Thatas as follows •— 

(t) t 

(\ ) tfM—ifrfl i 

(?) ifrita; to? tf/r, <fm. fcmtf. tvu 

fto» S?WFft. HHflfc TO3, %T, fafFT, fPTTeft, tf&O, fa, 
JUflf'm, SPfiitff, ftnft 3TPT.T.7, 

tprtfn 

{ Y ), ^pfe—vfc TO. m, TO T W ^fi. 

toX to, nCTnfr*, fftra, sto, w«ii f nHra-w, *m i 
(H) to~~to*rr, sjpfofR* STOfi, tiititfo r, Prft<w t fuf/, sm t 
^jrs% tffw&fy to l 
‘ { % ) IpTf* ^^!«r f 

(6to srO, frcrctfi, suraTOr, t 
(<r) M^—tssra^H, %tro, faro, sqpn, ^ss??, fr, t 
(^; s&s i 

(to) ^rV-<^f 

(t?) s^rfi—toM 

(^) sfav— N*ii. 

Jf will be observed that all these janya rag as of the Tccanguu 
are blown to the Hindustani musicians of the present day. The 
graniha therefore should be of the greatest historical importance to 
them It is interesting to note haw many of these fcmya rcgas bare 
changed their swaras during the Mohamedan regime. Some of the 
ragas seem to have retained their original Thatas even to this day 
The author does not give any detailed definition of the fcnya ragas 
because I believe the work Tcrangim is essentially a book on prosody 
end not on Music. As to the times assigned for the singing of these 
ragas the author says as follows:— 

wmi; 1 

*r5r nrraf j?m iphot: i 

i=t: u 

rato & sm TOT &rirsfr ^ i 
T^rif yA mvl drfxfi ttrpTi fj 
trPt?t *n*f ^ t 

foi sft: [f 

*jfi *r t 

arai feror* *353 to*? H 



m frro fTft 3T I 

$fc5f ^ || 

5 W*‘ $scrc*«j i 
fefp?5^ ?PTf «Rfc: fl^nra: U 
$WZ%[ TOTSFTlsft ^ Tfijfi j 

^fffa aftra m$ ?msfa ^ ii 

| Mi b?mi? nmv qrfMfe r 

t ^ C5 ° h'mes of Singing throw a good deal of light on the modem 
classifications of the Hindusthani ragas. The following times for in¬ 
stance will attract particular attention of the Hindusthani Musician. 

BHAIRAVA <$ RAMAKALI.—To be sung in the early morning. 

GOURL—To be sung in the evening. 

BILAWALf.—To be sung in the first quarter of the day. 

KALYAN.—To be sung in the first quarter of the night. 

TOD1 and SUHA.—To be sung in the forenoon. 

SARANG.—To be sung at midday. 

ICANADA.—To be sung at midnight. 

ADANA .—To be sung in the third quarter of the night. 

MEGHA.—To be sung in the rainy season. 

Lochana has also included in the Tarangini a small chapter on 
Raga mixtures, 

(gfom sfas THRfan:) 

which also deserves attention. 

HRDAYA KOUTUKA AND HRDAYA PRAKASHA 

These are two small but interesting treatises. The name of the 
author is Hrdaya Maraindeva. He describes himself as follows:— 

No date is given in the book by the author, but we can fix an 
approximate date for the author with the help of some other works. In 
the Hrdaya Koutuka, the swara prakarana we find is borrowed bodily 
from the Raga Tarangini. That means that the work was written some 
time after the fifteenth century. Dr. Sukthankar, late of the Archaeo¬ 
logical Survey, India, at my request tried to ascertain the date of Hrdaya 
Narain and found that the last named ruler, ruled in Gada desha about 
the Scanvat year 1724, i.e. A.D. I860. The great importance of Hrdaye- 
sha's works lies in the way he fixes the exact places of his shuddha 
and vikrita swaras. He describes these in terms of the lengths of the 
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Bounding string ol his Vina The relative pitches of those notes there¬ 
fore could be easily- hired with mathematical accuracy, Ahobala Pan- 
dita the author of the Sangeeta Panjata has also done it, but wo are 
not sure whether he copied from Hydaya's boot or vice versa 

We shall now proceed f o the fewara prakarana of Hrdaya 
Koutuka thus. 


ii jt?) ij 
^{vtk: srunf aftq; ] 

*rcr (T^T srVw ji 

ferreurft to hv r£?r. * 

to fT^r ffrw* ???r: n 
TOafoiftTO. f 
at^3 # 1 ^ qR*fnfH 11 
<r Prosit aaffl 1 
wa tWrftfa: daft <fr*r (| 

ftffraroft to iTC' ifppni 1 

%V? <K7 rftSRRJ f^cT* // 

£ «rft I 

iftotK ftrfo «PTT W *T (Vt^i II 

these slokas have been taken by the author from the Raga 
Tarangim of Lochana and as they have already been translated, it 
Is not necessary to farther discuss them here JJrdayesha invents a 
new raga and calls it Hrdaya*rama He uses two new swAres in it, 
namely, tn sruti 'ma and tri-sruti 'nf and lays down a new Thala for 
the raga containing these new notes He says — 

^rr fc&n&s wi&ft u 

Translation,—Hrdaya having introduced an altogether new 
raga under the name of Hrdaya-rama has also added a new Thata 
to the ancient twelve 

The ancient twelve Thortas he takes from the Raga TarangirX 
We have already gone through them and shall not repeat them About 
the Deepaka Thata, the author says zresfV'i tfay fT^V'-T ? *^3,1 
This shows that Doepaka Raga was not sung also in his tune ,Th 
follows a fanciful division of Ragas into four classes 



*mi: qrffcnfoji: ^ ^2W3fif«WJ }| 

*W WW w: ^rmi: ^ f: |j 

^fTO $&ff: 3£TO7TO qq^ (I 

« 

ti ra 9 QS are fully described in the Hrdaya koutuka. The 

hut 1 Sm . mg a raga< gives not on] y toe 'varjyavarjya' swaras of if, 
but also gives its swara-swarupa. . 

Thus. 


*wr qfsff to flirt- flj%?n Rto: qtfr i 
^ tfj flftTO flq) w-wi ftm | 
ftflRPTflTO-* W: %fym ft; || 

TOto ffwjty ffffi tom to i - 
fifti fafam fqrcff «rf$i^fr U 

w) q*ft STRTO flflf flKflflrg- fl: I 

^ flqjrl q»«Rr (I 

TO q^|%r foft TOPTT TO I 
to ra) =q flqyfr tot tc?r^r ft: n 

This is really a very useful method of describing a raga. I have 
made use of it in one of my publications on the Hnidusthani ragas. • - 

HRDAYA—PRAKASHA. * ‘ - 


This is another work by the same author. It is much more in¬ 
teresting than the Koutuka. In this book the author describes the posi¬ 
tion of tKe shuddha and vikrifa swaras in terms of the lengths of the 
sounding strings of the Vina. The classification of the ragas also is 
instructiveand more scientific. Ahobala in his Sangeet Parijaia also, 
describes his swaras in terms of the lengths of the sounding string as 
we shall see hereafter. But we do not know whether he got that idea 
from Hrdaya's book. Some scholars on the contrary suspect that 
Hrdaya took the idea from Ahobala. There is no reliable evidence on 
the point but there are two facts which may lend some colour to the 
last mentioned suspicion. Hrdaya in his Koutuka omits to fix the posi¬ 
tions of his shuddha and vikrita swaras in terms of the lengths of the 
strings. And secondly, Sangeeta Parijata is a much more elaborate 
work than the Hrdaya Prakasha. All will depend therefore upon the 
question whether or not the Parijat was written before the Prakasha. 

We shall now consider some of the leading features of the 
Prakasha. The author begins by saying .*— 




an# *rf*T*f®r i 

*Tcf' WUJT: II 

■* 

Translation—The secrets of the science of music being intel¬ 
ligible only to the specially gifted, Hrdaya proposes to explain them 
with the help of the Vina There are innumerable melas or Thatas, 

* described m the Ocean of Music but only twelve of these are useful 
here A Thata is a collection of notes capable of producing rages 

Observation—Ahobala Pandita has mentioned thousands of 
Thatas m his Sangeeta Panjata We wonder whether the word 
'akara" is cunningly used to hint at those 

STPW II 

^TIT^ ViftirTX H«TttTtPlT | 

t?*j! fe? m ait $ ii 

^cira*rr: I 

^f$r*ffaf?icii ffR fen* w?r* n 

AU this represents the universally accepted view, and we need 
# hardly discuss it 

WTlmmrft ^T?T V | 

<fcT?tfR^ftta*TT ^RIT If 

3 I 

Translation —The viknta swaras are produced when the shuddha 
swaras rise through one, two, three or four srutis When the shuddha 
note nses one sruti, it becomes, hvra, when it rises two srutis it be¬ 
comes Uvratara, when it rises three srutis it becomes tivratama, when 
it is lowered one sruti, it becomes Komal 

Observation—The process is the same as described in the „ 
Koutuka It is this process which distinguishes the northern music 
system from the southern In the southern system the shuddha swara 
is the lowest position of the note and the vikritas are its higher positions 
tn the northern system, we have the viknters on both sides of the 
shuddha note In other words the shuddha note occupies th*> 
central position 

PrRtliTfTWm^ <FmftSTN W* If 

ttwr* II 



Trqnsfation.—The ■ note tivrafara nishada is also called Kakalf; 
when the notes ‘ni' and ma' take the three.srutis of sa' and pa' res¬ 
pectively, they are called mrfdu s a' and mrfdu pa'. 

The ^ practically ends here. The author next ex¬ 

plains the terms vadi, samvadi, anuvadi, and vivadL 

«TgWI | 

§K?nm^T ; cJ> It 

fiw; w ?(fr zFmiimi f 
■miti 5Ppj^: u tim: || 

rtSf-fl 7f: Ftf: l 

s<ff ft*fr £rcf timfezr fiy: a 

Translation .—The note most frequently used in a raga, which it 
like the king of the raga, is called ’Vadi'. Samvadi stands at a distance 
of eight‘or twelve srutfs from, the vadi. ft is like a minister to the raja 
of the raga. Vivadi destroys the beauty of the raga and is therefore 
called the enemy. Anuvadi is neutral, and is compared to the servant. 
The following pairs of notes are samvadis to each other. Sa, pa; ri, 
dha; ga, ni; and ma, sa; • 

Then we come to an important point and it is this; 

fr 3Trq- *spfot: l 

iMfrsr m: ?r i%gr 11 

re/h: mTRT: II 

* 

Translation.—Combinations of two or three or four notes, will be 
only pleasing 'tan’s, but no ragas. The ragas must have five six‘or 
seven'notes. A raga with five notes, is 'odava', one with six is 'shadava' 
and one with seven is ’sampuma'. 

Observation.—It is an accepted rule of Indian music that a raga 
should have at least five notes qrfjTP’j: I SRH?? . l 

A tana may have any number of swaras. 

Then follows-the most important portion of the work; namely 
the location of swaras on the sounding wire of the vina. It will be 
useful to have the sruti swara chart before you in order to follow the 
details of the next few slokas. '' 

S5p«Rp5Sf^nrRrf^ HR^fericf: I 



, Translation—■'Exactly in the centre ot the wire Ithat portion of 
the wire which 15 capable ol producing sound) will stand the lara 
shad)a H the whole wire is divided into three equal parts, the pan- 
chama of the middle octave will stand at the end ol the fast pent 

Observation —Supposing the whole length ol the speaking wire 
ci the vina to be thirty-six inches, then the Tara ’sa' will be eighteen 
inches from either end, the pancham will be 12 ms Irom the mem, and 
24 ins from the ghodi' (bridge) The whole length will produce the 
fundamental note- or mandrel '$a\ 

<wmr w 

Translation—The maddhyama of the middle octave will be 
exactly between the two shadjas The shuddha gandhara will stand 
exactly between *sa* and 'pa* II the distance between 'sa and pa 
be divided into three equal parts, then the stiuddha nshabah. will stand 
at the end of the first part. 

Observation —In the vina wire ol thirty-six inches, therefore, the 
i^iaddhyama ot the middle octave will be at a distance ot nine inches 
from the mem, and twenty-seven inches from the lower bridge or ghodi 
\The shuddha gandhara will stand exactly between *sa‘ and pa*, that 
-'is to say, it will be six inches from the meru and thirty-inches from the 
* ghodi. If the distance between ’sa* and *pa\ tv/hich is twelve inches) 
be divided into three parts, the shuddha mbabha will be at the end 
of the first part It will, therefore, be four inches distant from the meru 
cold thirty-two inches from the '‘ghodi/* 

?ro* 8^ wmrr*: i 

<TT m-'ST f^Kirs^ tTT It 

Translation—The shuddha dhaivata ought to be placed in the 
interval between 'pa’ and lores 'so* If the distance between the 'pa* 
and lara ’sa\ be divided into three parts, the shuddha nishad will ccmo¬ 
at the end of the second part 

Observation —The description of the place of the dhaivata, has 
led to some hot controversy among the scholars No doubt the des¬ 
cription at first sight appears somewhat loose, but the author furnishes 
the reader later on with the key to the difficulty He says. 

rn TH*f SITO «Wril mi l 

. ffmifci! m wwmw ft 

T^ppitroiH tr^rn- n 



Translation. The note tivratara nishada is also called Kakali- 
when the notes 'm and W take, the three srutis of 'sa' and W res-’ 
pectivoly, they are called mridu sa' and mridu ’pa*. 

The practically ends here. The author next ex¬ 

plains the terms vadn samvadi, anuvadi, and vivadi. 

TTFTf TO \ 

Whip pTl I) 

Aw m\%$\ i\ m: srtoto i 

3TOJ ?: m: } 

to ftw toto fro mfefj m: n 

Translation.—The note most frequently used in a raga, which ft 
like the king of the raga, is called ’Vadi'. Samvadi stands at a distance 
of eight'or twelve srutis from, the vadi. It is like a minister to the raja 
of the raga. Vivadi destroys the beauty of the raga and is therefore 
called the enemy. Anuvadi is neutral, and is compared to the servant. 
The following pairs of notes are samvadis to each other.- Sa, pa; ri, 
dha; ga, ni; and ma, sa; • 

Then we come to an important point and it is this: 

ft *JRJFfT j 

<HiTTO ?r TTOTITO I! 

m: TO-' II 

v t * 

Translation.—Combinations of two or three or four notes, will be 
only pleasing 'tan’s, but no ragas. The ragas must have five six’or 
seven*notes. A raga with five notes, is ’odava, one with six is 'shadava' 
and one with seven is sampurna'. 

Observation.—It is an accepted rule of Indian music that a raga 
should have at least five notes TO*TO TO I STTO . I 

A tana may have any number of swaras. ■ ’ • 

Then follows - the most important portion of the work; namely 
the location of swaras on the sounding wire of the vina. It will be 
useful to have the sruti swara chart before you in order to follow the 
details of the next few slokas. ' 

toto ^ H 



. Translation —Exactly in the centre ol the wire (that portion of 
the wire which is capable of producing sound) will stand the tara 
shadja If the whole wire is divided into three equal parts, the pan- 
chama of the middle octave will stand at the end of the first part 

Observation —Supposing the whole length of the speaking wire 
of the vina to be thirty-six inches T then the Tara 'sa' will be eighteen 
inches from either end, the pancham will be 12 Ins from the meru, and 
1 24 ins from the ‘ghodi' (bridge) The whole length will produce the 
fundamental note or tnandra sa\ 

rpttwoi 

4 

♦ 

Translation—The maddhyama of the middle octave will be 
exactly between the two shadjas The shuddha gandhara will stand 
exactly between 'sa' and ’pa' If the distance between 'sa' and 'pa' 
be divided into three equal parts, then the siiuddha rtshabah, will stand 
at the end of the first part. 

Observation —In the vina wire of thirty-six inches, therefore, the 
X jjiaddhyama of the middle octave will be at a distance of nme inches 
^Jrom the meru, and twenty-seven inches from the lower bridge or ghodi 
.\The shuddha gandhara will stand exactly between ’sa’ and pa\ that 
/is to say, it will be six inches from the meru and thirty-inches from the 
* ghodi If the distance between 'sa' and 'pa', (which is twelve inches) 
be divided into three parts, the shuddha risbabha will be at the end 
of the first part It will, therefore, be four inches distant from the meru 
and thirty-two inches from the "ghodi" 

W W wnfay*: I 

tJT Hfqiq flffST PTTK^T m ^ I' 

Translation -—The shuddha dhaivata ought to be placed in the 
interval between 'pa* and tara ’sa'. If the distance between the 'pa' 
and tara sa', be divided into three parts, the shuddha nishad will come 
at the end of the second part 

Observation—The description of the place of the dhaivata, has 
.led to some hot controversy among the scholars Wo doubt the des¬ 
cription at first sight appears somewhat loose, but the author furnishes 
the reader later on with the key to the difficulty He says, 

stq unifor tm | 

* 

SSTjH^T. ii 



Translation. I have adopted this simple method of locating the 
swaras in the interests of those who have not a good swara-dnyana. 
The exact places of the swaras, have to be fixed with the help of 
Wl 11 must always be remembered that the swaras in my 
shadja grama (shuddha scale) must stand in samvadi relationship. He 
means to say that the swaras in the "uttarang' of the scale must be the 
samvadis or the fifths of those in the purvanga.) 

Observation.—This explanation of the author easily solves the 
difficulty. The shuddha dhaivata which is to be placed between pan- 
cha'ma and tara ‘sa’ will have to be so placed that it will stand as a 
proper samvadi or the fifth to the shuddha rishabha. The shuddha 
rishabha has already been definitely fixed and so there will be no 
difficulty in fixing the position of the shuddha dhaivata. The reason 
why the author could not fix the exact length of the wire for the dhai¬ 
vata appears to be that he could not obtain a convenient division of the 
string for that swara. We see that he has adopted the simplest way 
of dividing the wire into two or three parts. Such a division would not 
have given him the right place of the shuddha dhaivata. He knew 
that his reader could easily determine the position of the dhaivata with 
the help of the shuddha rishabha, dhaivata being the samvadi of the 
rishabha. 


The shuddha scale of Lochana and Hrdaya may be correctly 
expressed in terms of the lengths of the speaking wire and in the num¬ 
ber of comparative vibrations as follows. 


Note 

sa 

ri 

ga 

ma 

pa 

dha 

ni 

sa 


Length of the wire. 
36 
32 
30 
27 
24 

2H/2 

20 

18 


Comparative vibrations. 
240 
270 
288 
320 
360 
405 
432 
480 


This is exactly the modem Kafi Thata of the Hindustani musi¬ 
cians. The author of Koutuka and Prakasha has laid the whole of the 
Indian Music loving world under obligation to him for this clear ex¬ 
position of the scale. As 1 said, however, the great question remains 
whether he copied alt this from the Sangeet Parijata of AhobalaPan i • 
The Parijata is a much more elaborate treatise and strikes the reaer 
as an older treatise than the Prakasha. But until, some conclusive 
evidence is forthcoming on the point, we may reserve our judgement. 
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bur oner be V 'Tor.hA-r. bui^ ‘ . ivo- 1 *> 

Z2Z7SL T7> ■snEL :rcv Eist-Jv ^Vvr ^ b,' i 1 t ^y. '\ay 

is zszmjzz ’v-e rmE zz tv ^T'C': T^.v-v: s^v’ua 3 s^' >cv %** -%'s’ 
cr? =u=^m cr ^ server. *yrvet ^ V«&^ cr\~ ■> \c v ^ v> * i' „s 
zz the 'Zznzszz S-hasyacc*. T>£ ■r^’sjfrs, c>. V.^ ■Vx-t--?'- o* i\\mv 
eE zz tn~ Ecc-E, us rc^cu-E^-Ex 5."* rcr-ihc**, 7b* v „* -c cv^’ - >v- 
rrxEsrLDe rr shew Vbrc: ?r,cw v^j ■%—_•*** Jl/ iS*y ^ „-y* * 
:rr •"vrEsnue *' rccvr- tKst :E rr -?Eny iw >--'*-^ ,'jXn t i'y* 
rne ^E VT i- h,* O ** 4 v» 

Eu as^zys iEur: S^~ra E^cvcv; wo? r%Y'.'.v'\-o >V\ \* 

by P^~,t £tucmcEh, sc^ Sbrji^o m :V >-?v^ ’ "V ; A ;> ; Vw 

— rr r^TT ^5 **^a ^ »Na '1 * ^ ^ 14 ^ 

“ J ■ — •■ "■ ■ ^ J ^ ^ ■■-* , ^ V* ^1 4 F4 hlL* 4'^ 1>| V ^ r 

Lbr=rr> Tbe cccy bears tN> r^cu o: ;be CV.-uW? o; S^-nw V,‘V u\' 

Sh=b*s ibrcry. V*'e bcv that MEhcc^ed ?N'\ c'Oi'vM tb* p^v 
of Delhi in the yecc1739 A D Pcrvva is f'ts.'b cnu'Vui h> V\v\*» t'< a‘\\ 
Vazzzi in Hs vre'J hzzvm work So"\£:J..r Annjxv S*\t\a Jl\i?M * 

Jcsher, was in the service cl the Emperor Shah lekvi h\n-xi IEmIM 
fchsseU kcs m the service c? Ka'a Anupa S.iVjh of 1* brier \«<w 
a c=nt$™pcrcry c! Aurar.greb There k ncaon U> ly*hc\e ih.n Ah,4M h .i 
had scree aqucenlance vith the laricus southern lirsiti e It \\KvI!m 
vntten by Scmcnatha m 1610 A D Tlio^e >vo*»M uo t' 
that the Sangita Pari]ala was written somevhetr* in the lntt^i holt el 
the 17th Century 


like all other Sanskrit writers preceding him, Alinkil.i u^’e|'t> 
the division of the scale into twenty*two Srulh, to whkh h^ nlv*"i the 
well-known anaent names, nTni TWtf) ole The t>tlne|pt«+ of 
locating the Shuddha Swaras on lho srulia i-i the Tium« o 1 tin it lujf.nv*^! 
by the ancient writers It is this; 


^niw^anf* 1 
bs fn/lRwnif \\ 


1 The Shuddha swara was represented a!way n h/ l);'i la t iVnft 
In other words, the usual rule ^.3 g£*Vi: "in ^<t(! ntfwfatu | V/'/t 
faithfully followed by him It will be' c^n pr'r.^r*ly tiffl'ilrt lhad 
dha scale of the Sangita Panjtrta is identical wjdj lla! /,f j /1 iirtt/n 
Prakasha It corresponds with our modem Kah coa>; /f ss*f r i *\*~* 
cubes his Viknta Swaras in the follov/mg vctv~ 

<f:?nmt tnm 4 f f 

sfafamjcfT Tift n'TT It 

>J i 

^iprn^wfff»nf?t gf( (fiiPT^t *&x 1 



^ 3TRia1m arg^-n: i 

WS ^ff^: ^iRSlfiro^: II 

* *TRg (i 

Translation. When a note rises one sruti, it becomes tivra; when 
it rises tv/o Srutis, it becomes tivra-tara; when it goes up three Srutis, 
it is called tivra-tama, and when it goes up four Srutis, it is called Ati- 
tivra-tama. When a note goes back (is lowered by one sruti) it be¬ 
comes komala. When it is lowered two srutis, it becomes ’purva'. 

Observation. This was also the process, described in the three 
treatises we discussed. Lochana and Hrdaya say nothing about the 
'purva' note. 

Some of the ancient Sanskrit writers, give fanciful distinctions 
between the Sruti and the swcrra. But the distinction between them 
pointed out by Pandit Ahobala is by far the most reasonable. Ahobala 
says 


3?H: tg: «rpp»nf?r 1 

¥T4II%: 11 

mm ww1 
q<mti aft #4 wrat il 


Translation. There is no essential difference between the Sruti 
and the Swara. Both are sounds capable of being heard. According 
to the Shastras, the distinction between them is something like that 
which exists between the snake and its coil, or between gold and the 
ornaments made out of it. -All Srutis are capable of being used as 
swaras in the various Rag as. Sounds actually used in the Raga be¬ 
come swaras for that Raga. Those not so used remain srutis only. 

Observation. He means to say that the swaras of one raga will 
again become srutis only when the Raga is changed, and a different 
set of Srutis is selected as Swaras for the new raga. The selection is 
* always to be made from the twenty-two srutis into which the scale is 
divided. The -following chart will show the places and the names o 
the different Shuddha and Vikrita swaras of the Sangita Parijaia. 
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It may be pointed out here that although Ahobala Pandit used 
twenty*mne swora names in his music system, in the descriptions of 
his ragos. he never used mote than twelve swaras A reference to 
the chart will show that many of his vifcnfas are only different naires 
for the same sounds He docs not make any secret of it He telfc his 
readers what notes he would not use in his ragas Thus. 

ft*n tfraHm} 

*frfam** *3 T<rte ti 
fa W HTOTH t 


























^ ^ <f*rr 11 

^ ^ v ^ 'jc[f^ cfrmrfffcT^ l 
^ cfnffitt ^ Pr^q; n 

fFTctj^T ^5T HTBSFTfffKfl^ I 

Translation. In giving ihe 'laksanas' (definitions) of the Ragas, 
I have omitted the use of the following ten swaras : 

(Vmfi ($) 4 (v)cftpmffn (h) m *r (^) cftmm a 

(v) rtf -4 (c) cfcr v (M mmx ft u°) fmv fr \ 

About the remaining twelve vikritas, he further points out. 

TOT: wfr TITO 3^1 I 

IS ^I#f ffefipRK || 

3T%cfl3cHTt *f: ^IFq*Ff: qerf| | 

%Tcf: IfS FTCR: || 

ftrrc: 55 : qqim mmi f'sft |] 

Translation.—Shuddha *ri' is the same as Purva gctndhara Shud- 
dha gandhara is no other than tivra-fara 'ri'; ati-tivra-tama 'ga' is shud¬ 
dha maddhyama itself. Shuddha dhaivat is purva nishada. Shuddha 
nishada and tivra-tara-dhaivata are one and the same. 

Observation.—He means to say that these ten swara names 
disclose only five Swaras. Thus we have only seven vikritas left out 
of the twenty-two. Out of these seven again, Komal ga' and Komal 
'ni' will have to go out. ’ They correspond with tivra Ti' and tivra ’dha' 
respectively which sounds are not to be used in any of the ragas at 
all. This leaves only five real vikritas. Ahobala thus uses twelve 
notes only in his raga descriptions. 

The method of placing the shuddha and vikrita notes on the 
sounding wire of the Vina, or in other words the method of expressing 
the positions of the shuddha and Vikrita Swaras in terms of the lengths 
of the speaking wire of the vina is exactly the same as that used by 
Hrdaya in his Hrdaya Prakasha. We can therefore, safely say that 
the shuddha and vikrita swaras of Ahobala, are identically the same 
as those of Hrdaya with this exception that Hrdaya uses tivara-tara 
'ga', tivra-tara ’ni' instead of Ahobala's tivra ’ga' and tivra ’ni'. The 
verses in which Ahobala describes the placing of his shuddha and 
vikrita notes are as under:— 

tip44I%^r°rPTT cTF^T^FT: ( 



TTtwi faPrarr \ 

3 w wni^ tl 
^tsrsTH^Ttnfaw^ f(*lftfaT tl 
*ft *s:*T«: l 

Then follow verses describing the Viknta Sworos We need 
not go into those here All this is found m the Hrdaya Prakasha, which 
we have already considered The shuddha and Viknta Swaras of the 
Sangita Parijata may be expressed in comparative vibrational values 
thus 

'sa' 240, ’ri* 270, ’ga 2B8, W 320, pa 360, 'dha 405 
‘m’ 432, 'ga' 480, Komal ’n‘ 254 2|17, trna l ga’ 301 17(43, Tma 
'ma 3371 / 2 , komal *dha' 331 3|7, hvra ’ni (301 17|43X3|2) 

Ahobala docs not classify his ragas under any particular Thatas, 
but his reference to some Thata names here and there is enough to 
prove that in his time, the method of classifying Ragas under Thatas 
was common He describes about 122 Ragas in the Panjata In the 
raga description he mentions m each case the note used m the raga, 
the aroha and avaroha the Graha and Nyasa and also the Murchana 
The Murchana m the Panjata is nothing more than the first ’tana' of the 
’swara-ltarana’ given under each Raga We shall speak of the Mur¬ 
chana when we examine Srinivasa Pan data's wort Raga Tatwa Vifco- 
dha Sri Nivas a was a faithful follower of Ahobala 

The following Shi okas will give the reader a clear idea as to 
how Ahobala defines his Ragas in the Sangil Panjata, 
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live it is called ouduva'. The ’mela' has thus three varieties, or forms. 
Vikrita swaras also enter the construction of the Mela. 

Jicf.* jf 

Translation.—Shuddha sampuma mela has only one form. With 
one note omitted the mela' assumes six forms. With two.notes omitted, 
it has fifteen varieties or forms. 

Observation.—By dropping ni, dha, pa, ma, go, re, one at a 
time, we get six ’shadava' varieties, and by dropping ni, dha; ni, pa; 
ni, ma; ni, ga; ni, re; dha, pa; dha, ma; dha, ga; dha, ri; pa, ma; etc., 
two at a time, we get fifteen ’ouduva' varieties. 

A Raga is derived from the 'Mela' but has ’aroha' and ’avaroha'. 
Melas become Ragas themselves, as soon as you give them ’aroha' and 
‘avaroha'. By applying the principle of ’odavashadava-sampuma' to 
these arohas and Avarohas we can obtain 484 ragas from each Sam¬ 
puma Mela. This is in fact the principle on which the Raga system of 
the Kamatic music is based. 

We shall now briefly consider the function of the ’Murchhana' 
which seems to have played an important part in the production of the 
Raga. Ancient writers define Murchhana as follows:— 

yvtfgzq'cf ms? m: sh ? H 

II 

In the time of Ahobala and Sri Nivasa, however, the definition 
seems to have undergone a slight modification. These authors define 
’Murchhana' thus:— 

^Rr°Tr stprft W 1 
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^PR’T fr ? 4fcri swuMere! f| sr: n 

Every Raga had four parts, namely 'udgraha'. sthayi' 'sanchari', 
and muktayi'. 'Udgraha' was the first part with which the raga 'alapa’ 

was commenced. We shall now examine one or two raga defini¬ 
tions :— ' • - 

yy't | . 

' 3fRl| ^ISPT:lf«R5rnn»: 11 

Translation.—lhe raga "Saindhava" is produced from the shud- 
dha thata. Its murchhana is Dhaivata and it drops the notes gandhara 
and nishada in the Aroha. 

Observation.—What is the function of the Murchhana here, we 
ask ? The answer will be found in the swara-karana given under the 
definition of the raga. It runs as follows:— 

few? I ?j353W?: t 

'mi %o f o 

. (This is really the 'murchhana' of dhaivata) 

m I ^Fff I 

Then comes the third portion of the 'alapa'- called 'sanchari', 
and last comes the 'muktayi'. This shows that in singing a raga prac¬ 
tically the murchhana was nothing more than the first member of the 
Raga alapa. We shall take another example. 

fcrCRrr I 

Translation.—-The Raga "Dhanasri" is produced from the shud- 
dha swara thata. It drops Vi' and ‘dha' in the 'aroha' its murchhana 
is "gandharadika". The ‘nyasa' or ending note is maddhyama. 

Illustration 

To sum up then, the Mela first laid down the right swaras with 
the right varjya-avarjya' rule for the raga intended to be sung. The 
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^ wq lt*rtfa: qqimqiq^t f| w- w 

Every Raga had four parts, namely ’udgraha' ’sthayi' 'sanchari', 
and 'muktayi'. 'Udgraha' was the first part with which the raga 'cdapa' 
was commenced. We shall now examine one or two raga defini¬ 
tions :— ’ • - 

- STRlt RR^: || 

Translation.—Ihe raga "Saindhava” is produced from the shud- 
dha thata. Its murchhana is Dhaivata and it drops the notes gandhara 
and nishada in the* Aroha. ‘ 

Observation.—What is the function of the Murchhana here, we 
ask ? The answer will be found in the swara-karana given under the 
. definition of the raga. It runs as follows - • 

qqq qfar rtot i i 

‘sRTK f o f ° ; 

. (This is really the ’murchhana' of dhaivata) 

RR>T m I fR Writ I 

Then comes the third portion of the 'alapa' called sanchari', 
and last comes the ’muktayi'. This shows that in singing a raga prac¬ 
tically the murchhana was nothing more than the first member of the 
Raga alapa. We shall take another example. 

nrTO^jwf |! 

Translation.—The Raga ’’Dhanasri" is produced from the shud- 
dha swara thata. It drops ’ri' and ’dha' in the ‘aroha' its murchhana 
is "gandharadika". The ’nyasa' or ending note is maddhyama. 

Illustration qqqRqlftqfrqqqiqqqqqfttflqqqft 1 * 

rt q ft q ft q q q 1 

To sum up then, the Mela first laid down the right swaras with 
the right ’varjya-avarjya' rule for the raga intended to be sung. The 
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'Murchhana' added the necessary Crroha and avaroha, and thus pro* 
duced the actual raga. The ‘alapa' invariably started with the 'murch- 
hana' determining the name oJ the Raga 

Lqter on it appears, the distinction between the mela and the 
Murchhana gradually disappeared and there was no restriction observ¬ 
ed as to the 'udgraha' or the start Murchhana then merely meant 
perhaps the Aroha and Avaroha of the raga arid it always started from 
the shad)a In the Southern music system, even now, murchhana 
merely means the aroha and avaroha and nothing more Its starting 
point is ‘always the same as that of the Mela, which there¬ 

fore coincides with it In the northern or Hindusthcmi system of the 
present day, the term murchhana has lost all Its ancient significance 
The murchhana coinciding with the mela became indistinguishable 
from it , The mela directly produces the raga by the process of aroha 
and avaroha, strangely enough some of our modem Mahomedan pro¬ 
fessional artist3 are known to use the term in the sense of a bind of 
'gamaka' too It will not be necessary to go into the raga-adhyaya 
of the Raga Tatvcr Vibodh, because there the author borrow^ the whole 
of his material ‘from the Sangita Panjata It is noteworthy that in the 
time of all these three or four authors that we discussed all music was 
based on the well-known twelve notes only Sn Nivas emphatically 
> disallows the use of the remaining ten srutis in the composition of the 
melas He says *— 

SOTTTsgar jriw- II 

' There were m his time it appears some Pandits, who talked ci 

admitting twenty-four srutis into the scale, and with reference to them 
he says:— 

(rfi sfirfi Ttfi I 

qn*n \\ 

sircimpifT |] 

3priiT snq *ftt: n 

He has no quarrel with these thecnes. but in hs rri 
he never allowed more than twelve srutis m the rsmnasmas: ~ ^ 
melas as Swaras He probably allowed the ether srms; tz ct 
occasionally as graces or ornamental Swaras m 
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SADRAGA — CHANDRODAYA 

We shall now take up another group of Sanskrit treatises on - 
Music. This group contains four works and the names of them are 
(1) Sadraga-Chandrodaya, (2) Raga Mala, (3) Raga Manjari and 
(4) Wartana-Nirnaya. We shall not discuss the last here, because the 
swara and raga chapters of that treatise, are the same as in the Raga 
Mala which we shall consider. The rest of the Warfana-Nirnaya deals 
with the art of dancing and falls beyond the scope of this paper. The 
author of the four treatises is Pundarika Vithala. He originally came 
from that part of India which is known as the Kamatik. It appears he 
came to the north and first settled in Khandesh. He describes 
his country and parentage in the concluding verse of the Sadraga 
Chandrodaya as follows:— 


_Tv 

sr 



m 5 ct^f- 


When the Pandit actually wrote his.Sadraga-Chandrodaya he. 
was in the service of Faruqui rulers of Khandesh. This appears from 
the opening verses of the work. 


1. 

m: | 

m i 

m I 

From these verses it appears that Pundarik Vithala was in the 
service oi King Burhan Khan of Khandesh. Burhan Khan was the son 
of Taj Khan, the son of Muhammad Khan. Mr. Stanley Lane-Poole, in 
his work "The Muhammadan Dynasties" at pp. 315 says as follows: . 

"Akbar took Burhanpur, the capital of Khandesh and received 
the homage of its king in 1562 A.D.; but Khandesh was not fully m- 



eorporoted in the Moghul empire until 1593 A D when Ashirgsjh fell 
in a six months' siege" 

*. 

This enables us to fix the date of Pundank Pundartka does not 
leave us in doubt as to his date at all In his Raga Manjan he says, 

tTT3 ; foffJ ml II 

^TS^tfScS* fj 

trrr ft tprft r 

313! W: fTl ipf II 

faff i 

TOyrMft ( 

stftwtodf smt | 

^e^frureapj?! w ft i 
srnft 5itpr^r^f uwwffR^fi It 

* 

From this it appears that Pundank was. when he wrote his Raga 
Manjan, in the service of the two brother princes Man Singh and 
Madhava Singh who were the feudatories of the Emperor Akbar 
Pundank was the contemporary of Akbar (1556'! 605) It is possible 
when Khandesh was annexed about the year 1593. Pundank lost his 
appointment and look service at the capital oi Madhava Singh 

Here a question will arise Was Pundarik a southern or a nor¬ 
thern musician’ There is no doubt he came originally from a part of 
the country where the prevailing music system was the ICamatik 
system It is also true that in all the four books he wrote on Music, 
the shuddha scale on which he based his system was the Southern 
Mukhari or Kcnakangi scale But a careful study of his books will 
show that the music which he actually wrote upon was undoubtedly 
thfc rJsrftvsTO. tauste. T& tfe* Sadvofga Chcmdttwteya, w* ^ VjyA the 
author dealing with Ragas, common to both the systems* but in the 
Raga Mala and the Raga Manfari, he clearly expounds the music of 
Upper India We may safely, therefore, count Pundarika among our 
Northern authorities. His works are most clearly written. His poetry 
Is charming The shuddha scale he adopts in his books may be written 
thus to ft ft (called shudhc n) tr <T *T * (called shudha ft) to I 
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This is the shuddha scale of the southern music even at the 
present day, ( . ne 

We shall now go into the subject matter of- Pundarik VithaTs 

ftrst . book Sadraga Chandrodaya. The ahthor begins by stating his 
srutis and swaras as follows: ' 


3 <Tnr^ f%crf stffr (1 
11 

STCT-* I 5 I 

m n 

'TsrrfltT^ Pifetffacrf: *g: a 

li ■ * 

3rf: <Tt frTR: 1 

srcr: *FH m 3^5 II • 

The Pandit in these verses accepts the ancient view that there’ 
are twenty-two sounds, rising one above’the other, available in music 
and known-as- srutis. Mandra maddhaya and tara are the three seats 
of sound. Each of these has twenty two srutis. The distribution of the 
twenty-two srutis among the seven swaras is the same as that in the 
case of the ancient writers. The names of the swaras are: 

Jjfarc, WT, t*PT %Fch ftsTK 

Their places among the srutis are not disputed because he accepts the 
usual rule * that:— 

3<f3TfTfc-rq<mr: l 

li: Rwimifr mn ll . ’ 

The shuddha swara stands as before on the last sruti. We know that 
all these facts were admitted by lochana, Hrdaya, Ahobala, and Sri¬ 
nivasa too. • But it must be remembered that the system adopted by 
Pundarik has never to be confounded with that of the other four Pan¬ 
dits. The shuddha scale of Pundarik being the. Southern, his system 
will have to be studied independently. The swara names and some 
of the technical terms will differ from those of the northern system. Thus: 


SSCf: &U V 3 ^ ** I 
cTWR; 5^511% SF 11 



ptpj; t 

*& «rft Hi es^r*^fr) 
mvmi *i: i\ 

* m 1 

*pwgftwi fl 

nm t 

ftilfatf ]] 

WW1TOV3 ^ I15 TOT' l 
flftj *W ftlRTT ffflS: It 

Translation—Thera are Itrst of all the seven shudha swaras I 
shall explain next the seven viinta swaras When shadja stands cn its 
penultimate or the thud sruti, it ts called 'Icrghu-shadja' Similarly aa' 
and.’pa' standing on their penultimate erutis would be called laghu- 
ma‘ and Taghu-pa‘ When 'ga stands on the first sruti of 'ma\ it is 
called 'sadharana-ga' and when It stands on the second sruti of 'ma', 
it is called 'antar-ga'; when nishada stands on the first sruti of W it 
is "kaishiki-m", and when it stands on the second sruti of sa\ it is 
called '‘iaiah-m". When the swaras stand on their proper places or 
srutus, they are supposed to be shuddha swaras ordy 

From these verses it will clearly appear that in the music system 
expounded in the Sadraga Chandrodaya, there will be seven shuddha 
swaras and seven vikrita swaras The names of the seven vikrita 
swaras arc as disclosed in the verses, are 

f Mag <*) 03 (*)»3 <m tv) *rrur?*t rJrt r k ) wirntw 

M ) lM% {«}«!¥&&' 

Their places among the sruhs, will enable us to see that they will cor¬ 
respond with our present Hindustani swaras bearing the following 
names <— 

ft, ?fi3pnr »r> tfms n , n, 1m >r, to? ft, m ft. 

Our modem komal ga and komal 'ci\ as we saw, were the shuddha 
*ga' and shuddha 'ni* of Loch ana, Hrdaya Ahobala and Snnivasa 
and our shuddha 'ga' and shuddha'ru\ (which we call tivra ga' and 
Umt *isi’> were the Hvratara 'ga' 'm' of Ihoso writers 

* 

I have already said that the shuddha scale of the Sadraga 
Chandrodaya is the same as the shuddha scale of the southern system 
Y/e may conveniently compare it with our modem Hindustani shuddha 
scales and also with (he shuddha scale of lochana cr.d Ahobala cs 
follows:— 
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SHUDDHA SWARAS 


Pundarika 

Hindustani 

Lochana 

| European • 
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VIKRITA SWARAS 
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B 

N. B.—The positions of these 

swaras will explain themselves 


better when we examine their places on the vina frets. 


The Vina of Pundarika was almost the same as our modern Vina, 
the wires and frets on both being placed and tuned alike. In the fol¬ 
lowing verses, Pundarika describes the way he tuned the wires of his 
vina and placed his frets under them:— 
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SHUDDHA SWARAS 


Pundarika 

Hindustani 

Lochana 

. European * 
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N. B.—The positions of these swaras will explain themselves 
better when we examine their places on the vina frets. 


The Vina of Pundarika was almost the same as our modern Vina, 
the wires and frets on both being placed and tuned alike. In the fol¬ 
lowing verses, Pundarika describes the way he tuned the wires of his 
vina and placed his frets under them:— 
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* 

He says he deliberately omits these two frets because these frets 
coming too close to those of ’Jaghu-sa' and ’laghu-ma' would make- 
play inconvenient. If, however; there are any ragas which require 
those two notes, those well versed in the shastra of music would allow 
these two notes to be represented by the‘higher notes laghu-sa and 
laghu-ma. The difference of one sruti will not make much of a diffe¬ 
rence in the general effect of the raga. 

Observation.—This also shows that Pundarika was aware of the 
northern practice of expressing ragas in terms only of twelve notes. 

- We shall now proceed to the nineteen 'thatas under which 
Pundarika classifies his ragas. 
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V/o shell no. go into .he definitions o. these lonya Ragas here. 
The Hindustani musicicm ^'toTsoml of these 

ing. ’He will find many ofh.s £waras to this day. The 

latter seem to have retained th 9 historica , importance, 

book therefore, is supposed to ee o. . 
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shuddha swara. Each "nni\" u , . 

. , * . utJ1 =* a .“ / will be measured bv a crni? tv,- 

fiLTr' gandhara n ^ g one sruli W ^1 be called "trigatika” when it 

so forth ° Th* b f SUP ?° Sed t0 ' have 9° ne U P "gaiis” and 

«» .„SMS ‘ — tar. — 
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Translation. All swaras with the exception of sa and pa, will 
be alWd to rise up to three "gaiis” or srutis/ The gahdhara alone 

WU1 be permitted to go up to the fourth sruti of the next note 
maddyama. 
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Translation.—The use of the "gatis” will naturally depend upon 
the nature of the raga proposed to be sung or played. The second 
"gatis” of gandhara and nishada have special names, namely "antar- 
gcmdhara” and "kakali-nishada”. These names will be used when¬ 
ever the ga and ni rise two srutis. The srutis fifth, sixth, eighteenth and 
nineteenth will never be used in any raga at all. ' Barring these lour, 
the remaining eighteen will be allowed to be so used'. The rise or fall 
by one sruti only in the mandra and tara octaves, could safely be 
neglected. It will not destroy the general effect of a raga. In the 
maddhya octave, however, it will be proper to use the prescribed 


stuti-swara. 


Observation .—The srutis five, six, eighteen, and nineteen are 
barred because in the southern scale, the shuddha ri and shuddha 
dha are supposed to be the lowest sounds of those notes. Ri and dha 
when shuddha, are always three sruti notes. No swaras therefore, are * 
allowed between sa and shuddha ri and pa and shuddha dha. The 
provision in the last verse is intended to avoid the difficulty of having 
a four sruti note and a three sruti note standing on the same fret of the 
•vina in samvadi relationship. We find a similar provision in the Raga 
Vibodha of Somnath-. 

Pundarika being a southern Pandit may have read the Swara 
Mala Kalanidhi of Ramamatya and the Raga Vibodha of Somnath. 

The following chart will show at a glance the places and the 
names of the shuddha -vikrita swaras of the Raga Mala. 
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After explaining the shuddha and vikrita swaras, the author 

and"; as foS-'" ' ermS ' *** ^ * 


5 ^2MJcfr § JRR q|55: ^x: j 

%•’ OTflfinpjhr; / 

fSsrci st^rteW u 

mrfMr fr Rt w Sfrtfonmr: 1 

^tn^; }j 

We have already discussed these terms and need say nothing 
further about them. 


WW!: R?[ 3ff fcffRcT.* I 

RIRmt )) 

Translation.—The note which begins a song is called "graha"; 
the one that ends it is called "nyasa”, and the note which is most fre¬ 
quently used in the gita is called ”ansha", which is synonimous with 
the Vadi' or ‘sthayi*. q^3T: flibrcFr ^ 3}f: [ Sa is the graha' of 
every raga. The terms 'graha, ansha, and nyasa' had apparently lost 
their ancient significance in the modem “deshi" sangeeta. Pundarika 
says in the Chandrodaya:— 

Rf <y%RT | 

pr m ^ ^n%sfq n 

^fiTO^cTt^: ^ j) 

HAGA-ADHYAYA 


In the Haga-adhyaya of the Raga Mala, Pundarika, first lays 
dov/n his six 'purusha' ragas, and then gives each of them five 
’bharyas', and five ‘putras'. 


*pt 

IfWTk 

Pf: 

i yfsm 

* r ffafi, l ftofr, * 

? Ifofr, r p:far:, % v 

■ 


to, k im 

r flsfo 

* r Pcfr, ? ctNt, x wq- 

? rnfa, r fir 3 rr, v 

surer, h $mrc 


rw^r, r ? ^fr, v 

■ <\ 

* R l%TRT, 1 HIR, V 

T%?«T, H W(°T . 


* r qi^t, ^ $?m, * 

\m, r * ms?, v 

53 ; m?, h ^°rferw 

k 

* TficR^tt, r ^n^n. 3. v 

y tetef^fr, R R 

V3 

H 3T^df 


$ ^Rm 

* ^jistcsr, 4 i $M, 

? ffSfN, R qfe, ? 

wi ^ fafPim 


,).) 


It will be seen that all these raga names are to be found in the 
modem Hindustani system May, many of the rag®, will be found 
to have preserved as nearly as passible their old forms The new tune 
theory of the Hindustani musicians naturally brought in some charac 
lenstic changes end made the arrangement of the ragas ctiU more 
attractive* In describing the thata of each raga in the Raga Mala 
Pundanka accomplishes two wonderful things He fuel gives the 
swaras of the ra gets and then gives the devatatmaka' appearance or 
■ picture of the raga as also the time for its singing For instance, 

frqrjrrterM \ 

*2 rTTPpTiSjr f 

VW fo:£3Pt*: tl 

< 

Explanation —Here the fust fcne fells us toot sr.jdana -Strove 
drops pa’and n and is jpfg iffaifa that is it takes the fccr>ai ga and 
iomal ni. the rest of the sloka describes the Masaaevo wig is trw 
presiding deity of the raga 

I shall not go into all the siotas des c rib in g a_ ire rogas here 
but shall write down the fust raga ShuddoO'Bhmravu wtc *ts rrwarce 
as given in the book. The Raga Maio is a panted bock now wrucr. 
can be bad for a few ennas* 


t 9, ft, n, t, „ tfpcfc* ?K^R **¥& * * 

» _ . _ _ ****& = * 


* fotf fa » 


% 95# fa ,« 




VSTTft w* ,, 

S ^CRPdr 9 k •* *• ** ^ 

Ttt;: -- 

i Vf n, ? $, S* s, 5. 5*«/ U 

*955 9, *, , 

X 97 | 
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RAGA MANJARI 

., . The _ thlr i d treatise of Pundarika which we consider is the Raga 

Manjari. In this treatise also the writer sticks to his shuddha scale. 
The names oi shuddha and vikrita swaras, and the method of describ¬ 
ing these are the same as those of the Raga Mala.' We thus find in 
the treatise the following verses of the Raga Mala repeated ; 

. 3cT: I 

=? rcsFri ^ gifer ? pi u 
Rsrfr: jfiffir zm mum*. | 
stcptt-* u 

. mt i 

wmro vrmfrfczmfcrfi^ u 

These verses have already been discussed, and we shall not 
repeat the discussion here. Pundarika adds an explanation in which 
he compares some of his vikrit swaras with those of the southern 
system. He says ;— • 

%Wr ^fcrc^icfcfr w I 
%Wt si wrofiftfcR: ll 

Translation.—The notes 'sadharana', 'kaishika', 'antara' and 
.'kakali', are only the first and the second gatis of gandhar and nishada. * 
What he means is that sadharana and kaishika are the prathama gatis 
of gandhar and nishad respectively, and the antara and kakali are the 
second gatis of the same two notes, Sadharana ga corresponding with 
the prathama gati of ga and kaishika ni being the prathama gati of ni. 
Antar ga and kakali ni are the second gatis of ga and ni respectively. 

*ii im Tcf-1 • 

^ II 

Translation.—When the note gandhar rises to its last gati it 
coincides with the shuddha maddyama. The shuddha maddyama rises 
through three gatis or shrutis and bears the three names 
xvtffcp qspr, and *T«W, respectively. 

’ These gatis would practically be the sounds of the fourteenth 
fifteenth and sixteenth srutis. 

' 3t*t str) ^4^1 iltcfiw 1 

Translation.—When ri and dha rise only one sruti each, they 
become 'kaishika' ri and 'kaishika dha' respectively. When they rise 



1- 

two srutis, they become [}, 3 rc^y 3 *1* when they nse three 

srutis, they Will be called afnpwjgs ft q respectively 

A glance at the Sruti Sward chart of the Raga Mala will show 
clearly the positions of the swaras o! the Raga Manian also The 
definitions of the terms . ore w no way different to 

those given m the Raga Mala* All ragas are founded on the shadja- 
grama alone 


nm. nror: i 
* Wl w 

On the question of the murchhanas, and ^ Pun- 

el or ita simply quotes the verses of Sharangdeva Pandit the author of 
the Sangeeta Ratnakara It is to be remarked that none of the writers 
of the last three or lour centuries, say anything useful about the jahs 
of Sharangdeva and Bharata, which evidently had gone out of use 
in their time All music Was confined to one grama, namely the 
shadja-grama, with its' own shuddha and viknta swaras all complete 
Thatas jwere constructed out of these swaras, and these thatas pro¬ 
duced their own "janyaragas” All ragas were based on a system of 
twelve shuddha and viknta swaras as a general*rule There were two 
leading shuddha scales m the country The northern scale corres¬ 
ponded with our modern kafi scale, fcmd the southern shuddha scale 
was the modem Kanakangi of the Kamatik system 

. Querry —When did the Bilawal scale come to be adopted as the 

shuddha scale ol the Hmdusthani music system? To this question there 
is no answer m any of the old Sanskrit treatises 

In the Raga-adhyayq Pundanka begim by laying down twenty 
thatas for the classification of his Janya-ragas These thatcs are 

torpid I 

* 

The following chart will give the twenty thatas with their shud* 
dha and viknta notes The Hindustani equivalents will make the pcsi 
lions of the notes clear to the modem students. 
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To war dr, the end of the book, Pundarika takes nole of a few 
Persian ragas which he perhaps found introduced into the Hindustani- 
system by the Mohamedan musicians. 

urjf: qR^iq^i: \ 

mil ^TCfSK fomt: I 
mw ttfiP.i sror imk, \\ 
jtr m *r^rcrm% I 

=ff qnlt?t ^ II 

ftrarnntf g fr^fi ggeftw: 

>i?R wfrf *rqsfsg II 
TO3: amriTTf | 

. Serfqqr I7JT7FPT II 

Pundarika has no doubt done a great service to the music scholar 
by giving these Persian melodics with their Indian equivalents, Pos¬ 
sibly, the locative case termination of the Indian raga name is intended , 
to show that the Persian melody is not exactly .the same as the Indian 
but that the two are' founded oh the same scale. 



RASA-KAUMUDI 

The author describes his place of residence and patron as 
follows: 

sfrerir *tn®r | 

JTOEU*kR*T3rr || 

rfauadlJfl f ft; \ 
fts^r. tnfaTjfti’Pft; |] 

5j*ra?tf: ?nfi^ H^nrn> wrrfr: i 

BTOjPfCTfHre: jinjnfr, II 
SftHTSSnftftrft ( 

’ fcr Stawfu 11 

from this it would appear that the author's name was Sri Kantha, 
and the booh was written while ho was in the service of the Jam Saheb 
of Mavra Nagar, a town near the well-known sacred city of Dwara 

. The General Arrangement of the Work. 

The book is first divided into two fchandas or parts Each oi these 
again contains five adhyayas or chapters The first thanda with which 
we are concerned is called the Sangeet thanda, and the second deals 
with Sahitya or rhetoric The contents of the first chapter of the first 
thanda are described in the following sloias 

JPTA iffflft Tfgk M t 
^ i^lTW’T *niJ t&X II 

mfra# fonra ft37^tf^ft II 

sfttflrj: fta turns? qflf l 

en? If 

ajnrpl Wn?r: 1 

wmfi wnv TO: *^1- TO RtR31: II 



mni asratpit: i 

TOplfalTTOfT: JffirVTSTOPlf II 

^if^ir n?nifir q«ta$K ta : i 

twsifift tfmtusmm: n 

This is tho usual q<rwVn^ of the Swaradhyaya of all ancient 
Sanskrit writers. 

Tho author then deals with tho different subjects mentioned in 
tho last clokas in their order. V/c need not go into these details because 
there ho borrows everything from older authors but puts the thing in his 
own way. The description of the sruti for instance is nothing more than 
a paraphrase of the Naradi Shiksha definition. The placing of the 
swaras again on the crutis is tho same as that of the ancient writers. 
Thus: 


«rs3w«q??<fa«m I 

s> % 

m: it 

mtmt m ta fteftogfiteita: u 

m i 

qgtuql foftaf mrif q fata it 

wfaw: h II 

aqir *rm *?rfl jf/niqf zra^iRvt i 
qtn sqlfcr aw srcwn xftr- I! 


The only wonder is that the author does not find any difficulty in 
reconciling the definition of the sruti with the description of the swaras. 
Sri Kantha- evidently recognises seven shuddha and seven vikrita 
swaras which he describes in the above slokas. His swaras may be 
compared with the modem Hindustan swaras as follows: 


Shri Kantha's 
swaras 

> m 

\ 

R #?C *1 
v HMW *1 ... 

h q 

$ sqfiq or <finr 


Hindustani 

swaras 

.t 3l<r hi. 
... ^ ft. 

... i tf. 

... v ^TRc5 W 

... h ahr w 
... q cta*T q. 
... « W 





m \ 


< or <rsq 

t ^ T ... 

m sisft 

... 

\\ ST^f A ... 
{V 


... £ ®T# 

... n wq. 
... i * chis n. 
... 11 *T. 

... ^ i^* 

... u tfi^r Pt- 

... tv cfW^I*T 


The ancient gramas are disposed oil thus 


T*3r«r«mr4'T ^rc wwi ^ i 

q^fqpT^ngiiTt 3&*Ht q«TPt I 
flpfl SIR *«** 3n) *TC II 


Whatever his reason we see that he recognises only one grama 
namely the shadja grama On the subject of murehhana tana, alankara 
and prastara, he has hardly anything new to tell us There is no 
evidence to show that he understood dearly the functions of the ancient 
gramas and murchhanas. Then comes the Raga Adhyaya All music 
was based on twelve notes. 03 in the case of the other writers 

arc trcfwM foffi *frcrt; l 
n*RrjfcftiJ afWr^rr: tori II 

rcirct wtto *rci rtstoitc; i 

ft^Tinr xxmt rciRtfa srorcs: n 

In the Raga Adhyaya. he describes the Vina in lull detail The 
wires were tuned 03 follows: 

ri m i 

fafrarct fsrcsrc^ t 
*rcv^i ifflqwt II 

This ar r an gement exactly tallies with that of Rama-Amatya and 
Scmnath a3 will bo seen later on Rut Pundanka, tuned his wires in 
the same way The placing of the frets is described in the following 
verses {Vide Pun dank as Vina Chart). 



gam qiaa: qftq^fa | 
arsristtri^flqt 5jar ftomam am \\ 

fofan wai m(u am a^at fefrf^mr i 

^(viiTptvqiJ, niif a*m jtffffiipj || 

w?T'W 3mfa ^gaaraalaa ft 

swaafW mfm qaai am 1 
a*m am 5a: am qaq'aamaq 11 

smfta fqa^/fasmmfrg a wn f 
mma a m*w aarn a amftai: n 
qaiiarswr m a¥i agaifaai l 
am ffriiam a^ai snaa srsamr: 11 

aa: SRftqrmsm famq: qa; 1 

mg’fmg qa: qaa: gsm^aa.* qqg n 
aa?mm: gc: qaa nferi: ?aa: j 
srral fcaram a^i fassi ai ¥1 *af) 11 

wm aa qala at aaa¥af £rfrw r 
arraa a) qaam azcl aimfamftal |l 

nasamrHf: man: a;*qa assm: amra;i 
a*m tfm\ TOtrea arag arcafa 11 

aaa ^.* anrrca am sraaatfa: | 

aa araaai aRi fagsmaa'i a : R ll 

qaqa'aar: qmsama) qa.* arc) I 

aaiaa aam^at agmhafa faaa; ll 

agmtfq qaammi asmaagaai 1 

qm$ ar^aiq Hitfg afag: ama: *am II 

qaq: qmr: gsqaa^asaaR I 

gsra.* gafa: qmfsrqrc^lW aa: li 

q^r: qaifafftaa man aac^m am I 
gnfaais mag amfaa aaafa: ll 

sigalsOTm mm aferca ara gm I 
¥faa^aam ma»r: ara^ ag faaa II 
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OTT ^ qqtfta spirql sTqfaau r 

<ETTt: II 

ni} qn$ q«q^ i 
**q aftsftafrsft qlatfqr imwjn \\ 

$nft $? mO rf? j 

trM sruft ^frmrjfpi mra || 

tqrsnft nw: ^tRsT! ^Pt: j 
frqrcl T<nfor^m*qqh n 
?Wqi: 8TOI Waffaftal l 
STcTC.TFFSI VTOTt rftmftOtfl *T ft 11 

These verses dearly show that Sn Kantha had read the southern 
authorities Swara Mela Kalanidhi and Raga Vibodha. 

The qftftfc theory by v/hich "antar” and "kakali" notea 
were represented by ^ or ^ ma and or q* sa, was known 
to Sri Kantha, and he mentions it in his work. In the southern 
music system of the present day, the notes an tar and kakali repre¬ 
sent ma and sa, 

The ehuddha thata of Sn Kantha is Mukhari which coincides 
with the southern shuddha scale. The author says: 

*rc pmt: mr 1 

at $qi : 3€rtfar *«*; tntnflqi Uftqw: it 

He finds the shuddha scale, fanOT but the Mukban rcga from 
- it, ho did not find so easy apparently. 

FRHTlSTOTT T? 1 * 5^1^ I 

WF1«H Bjfsfa: It 

The importance of remembering the ^nnnrc or picture of the 
raga, is mentioned as under. 

ftirr TPPi^ff I 

qroft nflsfJppT q It 

ttct: I 

?r*q: nq^sR q^Tfq 3r It 



no 




aigrl showing the nine Ihcrtas of Shritanlha with their Swaras:- 
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- ^ » » VU \<lij , 
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ft ft gw,^: wft q, 

grftqqqqftnt 

$ $T$ .ifr 

w, qqq, gw, gw, q<rm 

niqqgqfaftnt 

v «R?r rfic 

1 W» SfW, qqq, gw, gsq, g^ft. 

niftqqqqfanf 

h hm | 

j 

| W, 3**1, <WW* gw, gw, gqfa, qffm 

| 

mftqqqqftgf 

5 nr?* 

^t, gw, qqq, gw, gw, fqgrafr qam 

! nrfrqqqftftnt 

V> < 5 HUI 

m, Tq«/qq, qgq, gw. gw, gsft, qqgr 

niqqqqgfrnf 

4 <r?qR 

j *n, gw, RURqq.qqq, gw, gwf, q<rm 

nrfRqqqfqnr 

*» *?r<n 

1 

nr, gw f uw, 4 M, qfrm 

qrftgqqftftnf 

■ ' i qqq. 

frgwiw«ihmi 

l 

! 
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cmi wmr 
qarah nniftRi?) 
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qq 

ftqjq:%ffrfts?r: 




» qi?»q 
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2 ?fr 


» nra* % q nUt'z * qsfr v qspfl m qgsi 5 qi^r » nfcqw 
< nre *> qrqlr qqR5 « •; sfor (»t) nVi. This is the ^ mr 
of Hindustani Music. 

t ill s mzmi] qqrtfi « ttofr H ^ll v TR. This is the Nor¬ 


thern Kaphi Thata. 


3 gs W 
v *it'7 


5 H$K 
w S.TO'r 

c w&m 
\ anfa 


» $£ w- 

y ^ T f r sj. This Thata will correspond with the Nor¬ 
thern Khamaj. 

I fozmi q siCTWr ** 3rewrc°i. This J ‘ s the Hindustani 
Bilawal Thata. 

» 2. tor- 

»wi$. 

? *P!«te 3 > S^K- - 

i ?mu 
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Explanatory Holts 


ff & H?T ** Northern 

nr * & 35 ft „ 

w n & ft „ 
T?Tffr, <ra* & mrc 
ftyft * & fogtfr ft 


fi & *Fftt5 V 

if;* fr & tfcr t 
g & sbrs ft 

tf*iR ft, fftmw n & efnry*r n 
*iaa *i & *m& ft 


Alter dealing with the Raga the author proceeds to some matters 
of general interest 


ipircft faftai: fttft: B^TWTOil: | 
Rfltfnr ^ ifal stsnr uftmft n 
tim: OT3l*lflat* 
miarn ngr: sift: mtfapm ^ it 
ttr^r fftjm 3 3 frftatft ftsfttin t 


The author does not say which Ragas come under each of these 
classes and why. 

The Qualifications of male and female Singers are mentioned 
as follows;— 


^RRin^l^I^si faTiWtef*: t 
nft^sfetnfra^nnfti’TTTinS ft sft i 
mu smtm <« i 

ar^Tm^firq: Soften: Bfa! ml \ 

5fMl* tratfiftft I 

nft iar tnfo*fl || 

ftwarsrmr | 

sfate w&nwtiitzv: fJiTHH; l 
Sflt: 35 ft ftlftil »imRt «f*: \ 

The different classes of Singers axe described in the following 
Shlotas ;— 

cer vi fomr »flcf fttrR sttrct am \ 

3£ m mail ft snft ti 

qj^pt *1 tftijsvftfa: I 

tft*l «n**: w* ll 
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sfrctf mrr farnnwrop i 

hi m\ *13 nif&: 11 
*fmn Pfcsn wgircwq; 1 
6i # Pmvr m w: arsfosfara u 
nm ^! 

hi »uw fw$mT s^msai Pptw; 11 
m\ w <ro to wnfct m l 

wi t stcto II 
ntoffej ffructfi jf^ct TOnPmrM 1 
ansfanw nM ftRet nfanftfa: 11 


snslrtft nj$ I 

3^1 HISH II 

toiE** mti, ^ m m$K 1 
fro: 33 ITOI || 

m wtHTOif fonwrafe 1 

!?5fi^?T hhto g&Rrw II 

JTlWsfai: I 


^r^TinRKl^^PtTOir I 
fll^lfaTOP^r ^TOR^cT! II 

mw&w --1 


h rhihtPfott tin 3rifa3 I 

^{ hf nt 3 tnr^rnt H 
ni tfff? ft^TOt *w^nt 3 nt fe *1 
ift {FittTT^n hw TO^nimsn li 

^in^nnnr^PiH^ srk ! 

%^siht<t hi hhi ll 

^Mwnf^TTOi n^rwrr TOt 3f : l 

^Fsnntfroi un M 

Shrikantha then describes the old nm %&1 ° f ,he ancient 
writers and adds: 


ansfa: HI f&CT nm:i P^* 11 ^ 11 

m^n msm huh ^g*fi 1 

'n'fs^'tt" — ™* — 

,„. i“sSrsJ.« - «■•■ -«“ “ i “"'- 
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The Works of Bhava Ehatta Pandit 

We shall now proceed to consider the three works of Pandit 
Ehavabhcrtta, namely Anupa Sangita Vilas, Anupa Ratnakara, and 
Anupankusha. Ehavabhcrtta was in the service of the Ralhod Rajput 
King Anupa Singh, the son of Karan Singh of Bikaner. Anupa Singh 
wo3 a contemporary of the Emperor Aurangzeb Ehavabhatla's father, 
lanardan Bhatta was in the semce el the Emperor Shah Jehcn, the 
great Mogul-Emperor of Delhi It is quite possible that during the reign 
of Aurangzeb, who was not over fond of music, the Court musicians 
of Shah Jehan, got scattered and lanardan Bhatta or his son Eherva 
Bhatta took service at Bikaner Bhava Ehatta in his Anupa Vilcsa, 
mentions his family and residence as follows — 

Tfltasrjsi ^ wrt<t fxamr* i 

STWlfta: n 

EItT: U ^ 1 

m twi inf: II 

gtsretofig: aRrai n 

Pht vmi- i 

*115: mm 1 srm 11 

tom nmt q it: <rcfr JTFitot I 

^ **a: ^ tfmroWfe 11 
eft* I 

g dtfH ire 3'w ll 

TinqS; aa: i 
srfo 5n?! *nt t 

It would thus appear that the poet was bom in Dhavalpur in the 
Abhir district, (Malwa). He was a Brahmin by caste and his getra was 
Knshnatra His mother's name was Svrapnabhava and his father's 
name was lanardan Ehatta lanardan Bhatta was given by the Em- 
perer Shah Jehan, the titlo cl Sangeeta Raj, According to research 
scholars, Anupa Singh ruled In Bikaner from 1674 A D to 1709 A. D. 
Ehava Ehatta s own title was ''Anushtupa-Cbakravarti-Sangeeta-RaL'' 
Tbo whole material of the Swcraadhyaya of Anupa Vilas has been 
borrowed from the Sangeeta Ratnakara oi Sharang Dcva The author 
does not give us the impression that ho dearly followed the theories cl 
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the Ratnakarcc. He quotes from several other treatises both anterior 
and subsequent to the Ratnakar. It is said by some of our modem 
scholars that Pandit Bhava is more of a compiler than an original 
author. To some extent, I think they are right. In the Anupa Vilas, 
the author, after describing Nada" and "Sangeefa" in the usual way, 
copies the whole of the from the Ratnakara, under the 

name Next he deals with the theory of the productions 

of 'Nada'. Then comes the description of the 22 srutis and the swaras 
based on them. He brings in a lot of unnecessary detail from the com¬ 
mentary of Kallinath too, on the sruti-swara, Prakarana. Srutis are 
divided into two classes "gatraja", and "yantraja". 

TOnJTOT Ucff: |i 


The usual tfterr, I and others are the < qpra 

Shrutis; the Shrutis are, 





W 


4m\ 




*!*r 


*nntat 

sfari 

tf*R»r j 

^Tfi^r 

Wfra 




I^fHT 

proi 





The distinction between the sruti and the swara is attempted to 




be explained by quotations from Parijata, Ratnakar, Sringara-har, and 
Raga Kutuhala, It is not necessary to go into these quotations here. 
Each of the seven swaras is then described with its picture, presiding 
deity, "dwipa," in a wealth of detail, of hardly any practical use. The 
definitions of ’grama', 'murchhana', 'jati', 'varna', 'shuddha tana', 'kuta 


tana', and ’alankara', are all taken from the Sangeeta Ratnakara 
and the Parijata. Sharcmgdeva Pandit in the description of his vikrit 
swaras has used the term 'chyuta' and with reference to it, Bhava 
Bhatta says:— 


II 



This only shows that Bhava Bhatta was unabla to follow the 
music system expounded by Sharangdeva, There fs reason to believe 
that the suddha thata of Bhava Bhatta was the same as that of Pun- 
dariia. It is no doubt extremely difficult to find out what was really 
the author's own system. I admit, he adds in some places the expres¬ 
sion to the Quotation But the question what was hLs own system 
of music still remains. 

On the question of the vibrita swaras, Bhava Bhatta says .—> 
BOTftTifF* ^ ^ fITjJ I 

| ifRn *r&*[ nrrfrwtn: || 

All these forty-two vibntas, are based on the twenty-two srutis 
which form the basis of the system We have already seen that Aho 
bala had twenty-nine swara names Bhava Bhatta goes a step further, 
and adopb forty-two swara names Strangely enough, he omits to say 
anything about these vibritas in his raga descriptions 

In the Raga Adhyaya. the Pandit begins by mentioning the 234 
ragas of the Sangeeta Ratnabara by name and then turns to those of 
the Sangeeta Parijata. The "upanga ragas" of Bilawal, Kedar, Goun, 
Punya, and so forth deserve notice On the different varieties of 
Kanada, he gives us two excellent Hindi, “senvois'', which are — 

3?{ m BHTCftaiT* *PTfc SR? I 

*rWi fas a apft i 

tfcT BfHl firs araTtrfrenrRt 1 

are* sift vmt ^r^Rmr \\ 
Hf^rnrjFiPrafifrrtfirspni | 

Bttft am f*r3 ^ i 

*srtrnk *r snfafo sfi vmx %*i I 

ijwt xk t 

These two verses throw a good deal of light on the Hindustani 
varieties of the Kanada Raga 

In the Amipa Vilas, the Pandit deals with about 70 ragas. In 
defining each raga, he quotes the opinion of the following treatises:— 

(0 trteRm (*> «nfo qifara (*) *»fra err <v) 'rtftfrrarara 

(h) T#f<r (4) (*) mrrafi (*) <*) mrmrm 

<*•) nnfcrw. 



Ho loaves his readers to find out the Thatas and the Swaras 
ot the Ragas tor themselves. 

Wo have already discussed some of the authorities of Bhava- 
bhatta. The Ragas described by Bhavabhatta in the Anupa Vilas are:— 


XSRF 

! 

| 

Rhr 

X3H 

! m 
) * 
i hr *r 
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iqqqq 


{ Hiqtff 



] <tq* 

J •* 

j HRr 

torhw 

qRiq 

| OTfvTR 

| Hnssfe 

RRHR: 


1 kzn-u 

\ 

j H3%1 



| He 

j tRStff 

*fr 

^T( 

1 HSHHITH 

. qicR«fl 

i fc 

RRR 


i sfolqO 

1 * 

I HRq q-ifh^ 

R1R 


1 HURH HR 

: vm\ 

%r 


1 qinsut 

IR?RF 

3Pf 

Ht(l 

» 

| *rx 
; q?itf 

i 




9^1 


: 

i 

c>Rdr 

fhrqr 
^ #» 

aiqR£ 

; 




HRcff 

qHHir: 


CR>i r ! 

‘ faSRTH 

q^t 



V'ith th" or-eplion of the Ralnakara and Sangeeta Darpana all 
„, 0 au io",ie=Vu= od by the anther have been discussed in this paper 
!!nd U rfl lhcrelore not be very difficult to determine the Thatas and 

the forms of their Ragas. 

Anupa Sangita Ralnakara 

In the svrara adhyaya of this work again, Bhava Bhatta gives ^ 

nothing ^ 

OTe de,ined as 

under. 

l 



m fl t Ee n*iram?iw^ i 

sfam tt *iK^3ev(! 

aijasgrsr ^K li 

3m ^Tf? 3SSFPS I 

vtfiraOTre^ I 

(Wiftwffifti ^ «*rsfnti^ II 
^ansi^rt *r a^: ara^i I 
apA*^^3?3I3Ht *37 ft*: II 
fWraqAtn'ra $3 ttt: qfrtftfik: tl 

These definitions may be found somewhat interesting and in¬ 
structive. In the Raga Adhyaya the varieties of some of the popular 
ragas are enumerated as follows.— 

awqjisifcpnSKsr: fWisg^rr I 

gssizisq msrHi^sFnfcrrc*. it 

< 

Wrcn^snnr ?rm l 

crunfU^rau qrrii=in^*n II 

5RT: ETrPRinr cTcr: 71*15*1^: \ 

swij fWmrarrr ^ 1 * 11 ^ it 
^farr: Wfcnzc: \ 

tt fftTOi I 

B*Wi«pw Writ *tWi tt: \ 

qtftWifc Wr: WirisjFTX^* II 
3Et:m?RTWtr: j 

tt\ mnr^trwct: |i 

5*MtTwfe: ^TTflWir^c?: | 

(ftaftrfWi** sqi7iq/fe$?aa: u 
tti Wfrfc: i Wkred n 

Then follow the varieties of Kalyana, fam% artf, mi, 

m, qttf, anqrctf, ^u, ftfTO, EnKffw, snil*, s$fy, |*ir trait. R will be 
useful for the music scholars to make an attempt to collect and 
preserve in a central place old songs of these varieties from 
the living artists in the country* 



All this will show that Hindusthani music was going through 
wonderful changes and that there were great artists in those Maho- 
medan times. I only wish Bhava Bhatta had taken the trouble to care¬ 
fully define or describe all these “upanga ragas". His omission has left 
us, no doubt, in a very unfortunate position. It appears he was a great 
admirer of Pundarika. In the Raga-Adhyaya of Ratnakara, he has 
practically adopted the raga classification of the Raga Manjari of that 
writer. He says:— 


^ n 

f ^ II 

vqw srrI i% || 

Then these thatas with their proper swarcts and their janya ragas 
are faithfully copied from the Manjari. Be it stated here that Bhava 
Bhatta does not conceal the fact that he has copied these all from the 
Manjari. He then gives the definitions of some of our popular ragas, 
and while giving them, he cites as authorities the opinion of other 
granthas. All the three works of Bhava Bhatta are printed and pub¬ 
lished now, and so we shall not go into the details of his ragas. We 
have fully discussed almost all his authorities and so the swara and 
other details of these ragas will be easily followed by the reader. 
Bhava Bhatta has added hundreds of old dhrupadas under the different 
ragas. But as they are not set to any notation, I have not thought it fit 
to include any of them here. Many of these no doubt can be fitted to 
music by some of our eminent artists. 

Anupa-Anlcusha 

* This is comparatively a small work. In the sruti-swara prakarana 
the author says:— 


'TWT 'mr FT ^ I 

siott: cpfr ?ftit srs: tl 

JFPf *iir fefrf | 

gcfnr fl 

rhffrf g ^ri?JT«rpf cmffw; I 



ffWnnWlST * atg | 

*1^1 matfeH; n 
q^i^ri; »cR*1s«n *3*nHT*t*nmiil l 
<mi ciftsftfcti II 

The sruti is defined thus*— 

HV-mn 1 wiwrcpspqir I 

*TCTCcI*lf EtSafttfm: il 

The ancient vmters aro fond of defining the sruti as a sound 
devoid of "arm ran an". When a shruti has the "ctnuranan" added to it, 
it becomes a swara I do not think they had any clear notion of this 
fine distinction This leads to the question what is "anuranan" Some 
of our modem scholars, read the modem ’'harmonics" into that ancient 
term. I do not think, of course their view is right The ancients so far 
as could be judged from their writings had no knowledge of our modem 
harmonics, "Anuranan" according to them was nothing more than a 
prolonged or sustained note Pandit Kallmatha 1 think, m one ptaco 
calls it "pratidhwani". In the vadyadhyaya while describing the dif¬ 
ferent "guna's or qualities of qg q$jq in the Sharangdeva 

says — 

JTSTai | 

q qrcigt"!* a«n it 

3«n: mv ii 

Kallinath explains the “anuranan" referred to here in his com¬ 
mentary on the Ratnakara, at page 251 A ’nada' accompanied by its 
"anuranan \ he calls And says *— 

witjj fenmn. i ihtsI i 

This evidently is not what we understand by the modem Har¬ 
monics. 

In the Raga Adhyaya of the Sangeeta Anupantusha, Bhava 
Bhatta adopts the classification of the rages given in the Sangeeta 
Darpana and without taking the least trouble to solve these ragas ac¬ 
cording to the definition given in that book, cites under each raga the 
opinions o! Sangeeta Fanjata, Hridaya Prakasha and Raga Manjari. 
This is no doubt unpardonable and even misleading But we do not 
know what the motive of the author really was in resorting to this 
procedure and so can give no further explanation. To illustrate *— 



ms TOsqsnfsifi ii 

vm: ^ftrcsfo f|^g| ^1qTO«rr i 

^ircr m Km q%% gw: II 

^nfSfoffrr mm ^ I 

8^1 im mm ?rKt^n: n 

zW\ Krter mm m l 

qrte m tfife II 


?. *. f- 
3?«r %!?: | 

'TlfKSTl^—TO 3 K^ JRfll *H$$ l 

mm 5 *pfl gfNf} TO %fif: K^l: II 
^jrercr—s<3*if %*: sTi^l mufe f^r: 
— ftfHJ ffft: STcPT^ 5sfa$: II 


*ww*m$.\\ 

vifcm — mi fRcn ^n 

m OTESTC?: TOT tftmr II 

m: *TCI f^T^r mw^FI II 

—■H«r*uW<i!Rsrr^ «n^i ll 

This procedure is most ridiculous. It certainly is not such as 
would enhance the reputation of a scholar, who adds to his name the 
title of '‘Anushtupa-Chakravarti-Sangeeta-Rai'\ 

Many of these definitions will be contradictory and leave the 
reader at sea. 


0^0 
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SWARA - MEL A- KAL ANIDHI 


Having finished Ihe leading ancient authonties cn the Northern 
system of Music, we shall now turn our attention to those of the 
Southern system. So far as I can judge, there are only five of them 
which deserve special attention and these are — 

wfe wifcfa, HYicKKtrsa, end 

It is rightly claimed by the southern musicians that their music has 
kept a faithful touch with their ancient works I do not think they claim 
that they sing the music of Sharangdeva now But I do believe they 
will be in a position to show that their music has a long tradition of 
three or four centuries behind it Some of their ragas, I am told, have 
lately got mixed up with our northern ones But these do not affect the 
great system which they have inhented from their ancient writers The 
first southern work which we shall take up for discussion will be the 
Swara-Mela-Kalanidhi. This book was written by Rama Amatya in 
shaka year 1472 corresponding with 1550 A D The date of the work 
as given by the author is as follows — 

<?% firm n 

According to this the actual date comes to be Shravan Shuddha 
10th, of the year named SADHARANA The work, therefore, is more 
than 350 years old Barring the commentary of Kallmatha on the 
Sangeeta Ratnakara, no other complete work is at present available to 
show the development of music between the Ratnakara and the Swara 
Mela Kalanidhi, and we are therefore not in a position to say anything 
definite about the music of that period There is, however, some 
ovidence in the commentary of Kallinalh to show that he was a southern 
musician and that his music system was not different from that of Rama 
Amatya, and the other subsequent wnters We shah come to that point 
after we finish with the Swara Mela Kalanidhi Rama Amatya divides 
the book into five chapters, namely: 

(t tow t * ) m ssr* (v) tpft <m rmm 

In the swara-prakarana, the author after dividing music into the two 
divisions "gandharav" and "gcma", defines these technical names thus: 



qgsft: Wolfit i 

VxX srpwpih l 

^fkwi^3 M a^tf 3^*3^ II 

Translation.—"Gandharva" music is the music that has come 
down to us from times immemorial. Its only object is the salvation of 
man. It is sung and played by the Gandharvas (celestial Musicians) 
only. The music which is composed by our learned men and which 
has modem rules and which is expressed in deshi fagas is called 
"gana". It is intended to please men. 

Observation.—The suggestion is that all the ragas which we 
now sing will be "deshi" music only and not "margi". The rules of 
"gandharva" music were most rigid and could never be violated. Not 
so the rules of "gana" music. 

ctT stfnsfpfcr ’ite* tfrgs# | 

m SWrifalFT 93FTW *f || 

*rrccT ii 

The author has evidently taken this distinction between Gan¬ 
dharva and gana from the Ratnakara. Sharangdeva in the Vadya- 
dhyaya of his Ratnakara says:— 

*rsr cwrempr l 

The author then proceeds to the twenty two srutis and the seven 
shuddha swaras. He does not name the srutis. The distribution between 
the srutis and the swaras is the old one. 

cpf qssp frH^r^w ira: i 

Fen 5 II 

Wr I 

3 FTTK: ^ mm: II 

IT% 3SJS SFPlRfal: I 

ffoarasr II 

Rama Amatya recognises seven shuddha and seven vikrita 
swaras. The importance, of. this work to the music scholar lies in the 
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fact that Rama Amatya tries to connect some of his ideas with those 
of Sharangdeva About his vikritas, Rama Amatya says as follows 
He anticipates a question and answers it thus.— 

*3 ftlfSl: TO: 1 

EKmr w et 3 efa tl 

Translation—Sharangdeva Pandit in his Ratnakara lays down 
twelve vikrita notes How do you say they are only seven? Answer — 

m fal I 

3I^If3T ir ^3 traprifa sifa- tl 

Translation—True, technically speaking there will be twelve 
vikrita swaras, but there are as a matter of fact only seven vikritas 
really distinct from the shuddha swaras 

Observation —He means to say that the remaining five are only 
different names for the shuddha swaras. 

The tesl of a viknta, laid down by the author is'— 


tf;qi?«ffaTTOTT^qPrfa: sViffo: tl 

He then shows, how some of the vifcnta swaras fail to satisfy the test, 
and need not be recognised as separate vikritas 

exrar few I 

appr ffat II 

33$*T1 v firm PTOf 3 I 

foTflf fas: tl 

ffT3: faqQ *f: | 

ftraifa qqqro fa gj* n 


It will not be permissible to go here into the reasoning of Rama fbnch*. 
because we have omitted the Sangeeta Ratnakara from our present, 
discussion. 

The following chart will dearly show the positions e£ tresl*uccfv 
and viknta swaras of Rama Amatya 
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' With tho help of this chart, the following descriptions ot the 
vikrita swards could be easily followed, 

ftrartf 3 sifcr &\n 1 

li 

These are, says the author, the leal seven vitrUa swaro3 c( 
Ratnalcara. His own vibnlas, corresponding vnth these would be the 
following:—* 

3*^ fa^rc^ta tfififa: t 
^BTsaftTOfto^ fltT fipsfi’ig H 
qtqKanptt; ) 
f^ret *nj \\ 

€m «row(m i 

si^tnfa Am *5W««*W li 

Rama retains the remaining lour Vifcrit names nfart, 

sfac *lfW, ft & fWlt* 

* 

Following the modem practice, he gives some parallel names 
{or some of his yikntas, 

h numqrfaWHVit (toft sk t 
svn^m: sfrms: qiwiVtT *: u 

The same reasoning Is to apply to the note dhaivcla Thus four 
new names come in Namely*—(0 'WC't (>) *r^v ft (t.)q^vfa 

W k (v> *r.»T5 "w* 

li will, however, be seen that these new swera names do not really 
increase the number of the vikritas, because they are cnly other names 
for the old swaras The fourteen swarcs ot Rama Anotya, therefore. 
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European 

(0 sis; q^ft 

STec q^r 

C 

* 00 sis: mu 

qiqJT 

bD 

(l) SR - *rf*TK or ^T3FT 

cfiq 

D 

(V) srarcor sif^K or qraft 


bE 

(H) 3RR qfaK 

cfiq qtarc 

E 

(5) *p tw 

Not necessary 


00 sis: 

as: mu 

1 F 

(<) «p q%<r *r«r«r 

ctFst 

! F# 

00 wr 

sis: <m 

G 

(t°) sis: to 

#13 tfct 

bA 

(8)k ftqjce or thrg/l to 

m W 

A 

UO ftqK or qrgft frqrc 

iqqf? 

bB 

(U) 

ftqis 

B 

(u) *=p q\3T 

Not necessary 



I have already suggested that the music system which Kallinath, 
the commentator on the Sangeeta Ratnakara followed was very nearly 
the same which Rama Amatya and his successors followed later on. 
In proof of this statement, I would cite the commentary of Kailmath 
on the Shri Raga of Sharangdeva. There Kallinath says:— 


Jrafaraf vfmiww-’ » 

sir¥/qft?r svRcqfa, 

^ qq airw i m 

1 ms&fr&w sgmmwft 

m I rmfriwffrtNt maw ’frvgfc:syjm^r, qs^TOis sto? 

i <mq 

m TOftfpq; I «tfrorr tfs mb Mmw 



aw srq7*rs If asn aw Pt*tk i 

JTRTPTT fj^csw 3 fVP 7:1 ^rrfltl^Pt rfajfpq 

m jhIr: i ?fc ( wifr ftfttfuftw i 


« 


* * * * 


The rest of the commentary is unnecessary for our purpose The 
portion cited here shows that only one grama was practical}y recog¬ 
nised In the hme oi KaUinatb All the murchhanas were started hem 
the madhya shadja The difference of the two panchcnnas in the two 
gramas was ignored In the definition of Shn raga, although snuddha 
ga and shuddha ni moved one sruh higher, the next following notes 
tna and ni remained stationery and thereby violated the shastra rule 
which says that in such a case they must become chyuta In the case 
the ri and dha remain but move one sruti up All this indicates 

to a careful student the fact that Kalltnath followed a system not unlike 
the one followed by Rama Amatya and Somnath (Quaere 'Was the 
music of the Sangeeta Rainakara actually practised in Kallmath's time'? 
Did he fully understand it? He wrote his commentary nearly tvro 
hundred years later. We all know that Kalhnath was in the service 
of Rcrja Deva, Raja of Vijayanagar, about 1412-1425 AD and wrote 
his commentary at the request of his patron) 

In the second chapter or prakarancr, Rama Amatya describes his 
vina with his shuddha and viknta swarns The following chart will 
dearly show how the four wires of the vina were tuned and how the 
frets were placed under them,— 
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The tuning of the wires is described in the following^ 1 
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^trI aftqRt lii^^-tf ^f3T^ ( 

TOW m’{ cjsjjf ^tqj ^qvJjj^ \\ 

Tno Sv/crras produced by the six frets are described thus :— 


an^t^ns^i^ra^isj^r m \ 
wrwi qmT.i ?m\ jnwni fstfjftqq \\ 
fiflRt g«?rftwRpar TreRre *nR*f i 
^R( njfm wri ?5^r[ qui ii 
*TfT SmitmtoK: »4Rf m(\ I 

r^qRqqitm; «w >7^ II 
<re*fi wRqq m \ 

Rmqi 253% wrw mffoi II 
qm ctRr ^pq^mtRir: 11 ?. ?. t. 

The notes produced by the different wires on the six frets are 
clearly seen in the diagram, and so it is not necessary to cite the re¬ 
maining verses here. Nor is any translation of the above cited 
verses necessary. 

In the mola prakarana, Pandit Rama Amatya lays down al¬ 
together twenty thatas for the classification of his janya-ragas. The 
twenty thatas with their shuddha and vikrifa swaras are as follows:— 
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The author then mentions an interesting difference of opinion 
a3 to the number of Thatas. He says: 

efaar forfofoi jttt *gftrrmi arrft i 

qgstf <j TPTt It 

$*r\l 

TffisT SPUR*!* ^c 5 t: |l 

, aa«*'nnTMn«g?i^f^R?: it 

sr iMq: q^rsq foi w^ar: i 

srr q$ ssrtfrs qaaq: n 

Tra ^ar: n 

wrpfin: ^tam*.* n 

Translation—Thus I have described the twenty Thatas oi the 
Vocal musicians Now I shall state the two opinions of the Vomit as 
Those who belong to the iirst qtjr (party) say that the notes aiflt & viTcft 
should be recognized as independent Swaras & the number of Thatas 
should accordingly be accepted as twenty Those who belong to the 
second q^ say that the notes *33 qsqq ntW & <TT 3 tPlqrq 

should be recognized as good representatives or substitutes for the 
notes & $TTc 5 t, end the number of Thatas should be fifteen only 
According to these last the list of Thatas given in the book should stop 
°i which is the fifteenth Thata They go further & argue 

that even Sharangadeva, the author of the Sangeet Ratnakara, meant 
the same thing when he said that the notes jfot & should always 
be used sparingly* 


Observation—It must in fairness be stated that Sharangadeva 
pandit though he does give that advice, does not expressly say that 
*T & HI should be used as substitutes for the aft* & 
notes In his own Raga definitions he says nothing about the <35 
Swaras but freely uses $3? & Rama Amatya says nothing 

in explanation of that in his Swaramelakalanidhi. 
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RAGA-VIBODHA 

The author of this Sanskrit work is Pandit Somnath of the Andhra 
country. The date of the work as given by the author is the shaka 
year 1531, corresponding with 1610 A.D. It is considered to be a work 
of great interest in the Southern presidency. There are several features 
of the work however, which will make its study no less interesting to 
the Northern Musician. A careful perusal of the book will lead the 
reader to conclude that the author at some period of his life had come 
into contact with the music and musicians of northern India. A mere 
glance at the table indicating the shuddha and vikrita swaras of 
Somnatha, will be enough to show it. The names and descriptions of 
the ragas again will further support the view. In the Raga Vibodha, 
the reader will find some distinctly Persian Raga names, such as 
Husseini, Navroj, Zeeluf, Erakh, and so forth, referred to. 

The important points in connection with this work for considera¬ 
tion will be:— 

(1) How many out of the 22 srutis did Somnath use as swaras 
in his ragas. 

(2) How did he place his shuddha and vikrita swaras on the 
srutis. 

(3) How many thatas did he use for the classification of his ragas. 

(4) What was his classification of the janya ragas. 

(5) Will any of his raga .definitions be useful for the Northern 
musician. 

I may state at the very outset that Somnath like all his pre¬ 
decessors whether southern or northern recognised the wellknown 
twenty two srutis, which again were the same as those of the older 
writers. The orthodox rule for the location of swaras on the srutis, 
was also accepted by him. He says 

?* *r v t * sft for II 
dfr I 

^i: Sfffcnt: II 

These verses speak for themselves, and we need not discuss 
them any further. The placing of the shuddha swaras is described thus. 



^ ^ IJM: 3*5: I) 

Evidently, 4, 7, 9* 13* 17, 20, 22, were also the ”adhara sniUs‘* of 
the shuddha swarco of Somnath. The method adopted by Sornnalh for 
placing the twenty two srutis on the key board of the Yina, differed from 
that of Sharangdeva pandit." The fatter put twenty-two separate wires 
each representing a sruti, on his vma Somnath put twenty two frets 
under the wires of his vina and made them produce the intended twenty 
two srtitis The principle of determining the sruti was the same m both 
oases. The whole length of the wire produced the fundamental note 
'mandra-shadjcj, and the frets below the wire produced the remaining 
srutis when the Wire was pressed agonist them 

TOBtwftnm *4 vqtart 1 

wt: GtoTst tt 

^ am vjx \ \ 

«ra?8T^rt?: g?PI; TO H 

T- T. 

** ” *' *<4 farnr w * TOa*fl. ” 

These points of Eharata and Sharangdeva were strictly followed by 
Somnath also We cannot say for certain whether or not he understood 
their real significance. Perhaps he did not. The verses may be trans¬ 
lated thus:—The first wire should be tuned to the lowest possible pilch, 
and it will be the first sruti The next three should be so tuned that each 
will be a little higher than the next preceding one, {Thus there would 
bo four wires on the keyboard) Next place twenty two small frets under 
the fourth wire in such a way that each will produce a sound a Uttle 
higher than that of the preceding one, care being taken to see that 
between any two consecutive sruti sounds, no dissimilar '‘dhwanT’, or 
sound is permitted to appear. (The author means to say that th* ratio 
between any two consecutive sruti sounds should be the same al! 
through) The fourth wire will produce the sound of shad;a Among 
the frets, the third wilt produce rishabha, the fifth will produce gandhara 
and so forth Compare the statement oj Sharangdeva:— 

it 

The reader com easily see from this that these andenl writers considered 
their srutis to be based upon a standard sruti ratio In other words, 
they understood the srutis, to rise in patch in geometrical progression 



Pandit Somnalh then proceeds to locate his vikrita swaras thus: 

stcH %cq w || 

Translation. Having described the seven shuddha swaras in this 
way, I shall now mention the seven vikrita swaras in this way by their 
names. When shuddha gandhara takes the first sruti of ’ma' it becomes 

sadharana 'ga', and when it takes the second sruti of ’ma', it becomes 
antara ’ga'. 

*?3pgr cff I: | 

ft’wr *ivh *raqi: H 

Translation.—When nishada takes the first sruti of shadj'a it be¬ 
comes kaishika 'ni', and when it stands on the second sruti of shadja, 
it becomes kakali ni’. When the swaras ‘ni', ’ga' and ’ma’ rise to the 
third sruti of the next sa\ ’ma', and ’pa', they become "mrdu sa'\ 
"mrud ma" and "mrdu pa" respectively. 

Observation.—The term "mrdu", it will be seen, corresponds with 
the term ’’chyuta'' of Sharangdeva and Rama Amatya. Pundarika 
Vittala used the word "laghu" instead. 

Somnalh then discusses the twelve vikritas of Sharangdeva and 
tries to proves that in spite of the use of twelve separate swara names 
for the vikrita, Sharangdeva really used only seven vikrita swaras, 
which were the same as those he himself used. There were some more 
vikrita names in use in his time, and the author referring to them says: 

KW: | 

Translation.—In the modem or deshi music we sometimes come 
across ’ri' and ‘dha' swaras with four five or six srutis. And these are 

known as TqgfcRh qzgfap W & ^cT. 

These notes are the result of ri' and ’dha' rising through the srutis 
of the next following notes JiiW & 

Observation.— ^:^ R, R & *2#* R would nalurally 

enter the intervals of gandhara and maddhyama. The reader will here 
ask ’’Are these new vikritas added to the seven already referred to 
by the author,?'' The answer is 

cr% qg qqts^qr q*qr fq^°n I 
wrw qz&ft^ fl 

ffrsroRt mi ll 
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Translation —No doubt three more viknta swaras will result from 
this arrangement, but it will be observed that pancha srnti n' and shat* 
firuti-ri are in no way different to shuddha 'ga' and sadharana 'ga' 
already noticed The same observation will be made in the case 
of ? 4 q which are no other than the sounds cf 

shuddha 'ni* and kaishika ‘m’ Although this is so, it is convenient to 
retain these new swarq names m practice Somnath then compares * 
these last named vilcntas with those of the other music schools which 
use the vikritor terminations 'tivra\ tivratara', and tivratama' He says 

?fcra*i sft qt m qqnRH 11 

Translation—Tivra 'ri‘ is qsiwfti? ft* tivratara *n' is qqvft ft 
and tivratama Ti* is the same as qnjfts: ft The same reasoning 
applies to the case of dhaivata; but the author adds qt <jt 
that is, these vikritas cannot be used indiscriminately. 

Observation~Tha commentary on these lines is rather 
interesting; q* n\ qqpfiTqq j to q ffom tfa w eqr, \ e 

there will be no q & qqufl «i or if gft q is the same as 

& qqwfo q IS «J J q. 

These are independent names These notes take no other 
TO or names in practice. Then again q<j gft q is the shuddha l ma' 
itself and qq^rfci q is never heard of m practice, qrofa q is no doubt 
allowed but "it will be called tivratara ma and not tivratama *ma, 
which name would have been more proper. The reader may 
compare this reasoning with that of Lochana and AhobaJa with 
advantage. The author defends these new to by citing a text from 
Ratnakara:—q q ^fN ftqqrct qqq^tfiquftiTO ftqnniat 

dtfthrt According to Sharangdeva himself t — 

qsraviTOqiftr atro fliHrqm'qqreuft 3vu*tnqn silqTf. 

Somncrth means to say that although the ancient authorities did not 
allow *nl* ’ga* and ‘ma* to nse upto the third srutis of their respective 
succeeding notes, tho actual fact was that these vilntas were found 
in practice That being so, their use must be justified by the aqaitroiq 
process That Is by saying that the old “mrdu" places had only taken 
new names, 

* 

Tho author then further supports his argument by showing what 
other writers under similar situations did 


f * 



I'cmcm bomnalh then proceeds to locate his vikrita swaras thus: 

TOrtftaw gffi gffl m ft m \\ 

Translation. Having described the seven shuddha swaras in this 
way, I shall now mention the seven vikrita swaras in this way by their 
names. When shuddha gandhara takes the first sruti of ma' it becomes 

sadharana ga', and when it takes the second sruti of 'ma', it becomes 
antara 'ga'. 

ftrwi II 

Translation.—When nishada takes the first sruti of shadja it be¬ 
comes kaishika ’ni', and when it stands on the second sruti of shadja, 
it becomes kakali ni'. When the swaras ni', ga' and ’ma' rise to the 
third sruti of the next sa', ma', and ’pa', they become ”mrdu sa", 
"mrud ma" and "mrdu pa" respectively. 

Observation.—The term "mrdu", it will be seen, corresponds with 
the term “chyuta" of Sharangdeva and Rama Amatya. Pundarika 
Vitlala used the word "laghu" instead. 

Somnath then discusses the twelve vikritas of Sharangdeva and 
tries to proves that in spite of the use of twelve separate swara names 
for the vikrita, Sharangdeva really used only seven vikrita swaras, 
which were the same as those he himself used. There were some more 
vikrita names in use in his time, and the author referring to them says: 

I 

arfofa# ? cf«fr qqqj-* II 

Translation.—In the modem or deshi music we sometimes come 
across Vi' and ’dha' swaras with four five or six srutis. And these are 

known as Wf & W. 

These notes are the result of Ti' and ’dha' rising through the srutis 
of the next following notes TiftTK & ftnTR. 

Observation.— ^:*^* ft, ft & qzgfifr ft would naturally 

enter the intervals of gandhara and maddhyama. The reader will here 
ask "Are these new vikritas added to the seven already referred to 
by the author,?" The answer is 

32 S33T3 qqfS^TT T%$°n Rfcfr: | 

BPOTWiW ^fcPP: ll 

ft^f *r?qfcRr 312 1 

ft*mt3f N 
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Translation —No doubt three more viknta swaras will result from 
this arrangement, but it will be observed that pancha sruti *n' and shat-- 
sruti-n are in no way different to shuddha ga' and sadharana ‘ga' 
already noticed The same observation will be made in the case 
of qqijffo S sr which are no other than the sounds of 

shuddha YA* and kimshika ‘m* Although this is so* it is convenient to 
retain these new swara names m practice Somnath then compares ■ 
these last named vikritas with those of the other music schools which 
use the vitrita terminations ’tivra\ tivratara', and tivratama 1 He says 

ton qt m n 

Translation—Tivra 'ri* is ft, tivratara f n’ is qqigft ft 

and tivratama 'ri' i3 the same as 'qrtjifai ft. The same reasoning 
applies to the case of dhaivata; but the author adds k frr 
that is, these vikritas cannot be used indiscriminately. 

Observation—The commentary on these lines is rather 
interesting; qf m qttpfTO* | n?r ■q % toq *f!r w epi; 1 e 
there will be no n & q'qwfi q or *t qrpwfr n is the same as 
TO *T & q is ijj q. 

These are independent names. These notes take no other 
q*rr or names in practice. Then again qgigft q is the shuddha J ma‘ 
itself and qqwftt q Is never heard of in practice, qtufg q is no doubt 
allowed but it will be called tivratara ma and not tivratama ’ma, 
which name would have been more proper. The reader may 
compare this reasoning with that of Lochana and Ahobala with 
advantage* The author defends these new qjq by citmg a text from 
Ratnakara—* q Prqatqf qqqijtftqwjErcinq ftqqtTO qjpgftireft 
S ma t TOH i d wiwtaf According to Sharangdeva himself 

Somnath means to say that although the ancient authorities did not 
allow ‘m* ’ga* and l ma* to rise upto the third srutis of their respective 
succeeding notes, the actual Tact was that these vikritas were found 
in practice That being so, their use must bo justified by the gq g gq s qj q 
process That is by saying that the old “mrdu" places had only taken 
new names 

The author then further supports his argument by showing what 
other writers under similar situations did. 

qrtffi* * qqwftffi TO 1 

qffc qrq q fft ft n 
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hn lZT >al iT''~ rbc *K5lK 4^gSf?, ^;«ra%, to#, 

Ralnatoa" W ° n ,OT ° d by Pandil Kailinalh in «■ clmmentefln 


Observation.*~-Thc whole point of the discussion is this:— 
iv.usic is a progressive science and art. It progresses with the taste 
* and needs of the community. In deshi music, we cannot always pretend 
to stick to the old orthodox theories and rules. New technical expres¬ 
sions and new rules arc bound to come in course of time, and we must 
be prepared to make room for them. The author points out that even 
Hanuman was of the same opinion:— 

V. 

v srfj j 

sedt i 

mi resnvTjnl i 

mi XFZftwzqtnu t 

37ff5Tli% StltHf: 1 

In all these matters, changes are bound to happen and v/e shall have 
to treat them with respect. 

Having discussed the first two questions out of the five raised by 
\ir„ v/c shall now proceed to give definite answers to them. Pandit 
Somnath uses fifteen vikrita swara-names, in all and these are: 


». m it 

5 H.I* 

n €mx* 

* strati* (i 

v> m 

u 

3. ft 

t cfifnitr s 

*?s r* 

U I«f 

v GPWH ?T 


fa 

*1 

K ® tfhT v* 



Five of these will have to be rejected because they coincide with three 
vikrita and two shuddha swaras already counted. In other words they 
overlap these latter. Thus:— 

are identical with %% n, WWW n, 3^ fa, fa respectively. 

Heal vikritas according to the Pandit are those notes which have in¬ 
dependent sounds. The remaining ten being unobjectionable, it may 
bo said that the system of Hag a Vibodha is based on seventeen 
swaras, (seven shuddhas and ten vikritas) only. The following chart 
W $1I dearly show how Somnath placed his swaras on the srutis. 
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33 

* 33 

hi ft n h q h ft ?rt 




Him- 



j 



U %5Sl\£\ 

If 

» 

*°r 

>3 

” i 

33 

33 

HI ft H H q ^ ft Ht 

>a ?fr 

3J 

to 

>> 

1 3 

33 

to 

r\ 

Hr ft H H 1 q >7 ft Ht 

^ ^q[°T 

1 n 

i 

tocT? 

>, 

<23* 

33 


*IW 

HT ft H H q H ft Ht 

qto'l 

1 

3> 

j> 

to 

35 

^3 

tocR ; 


hi ft h h q q ft Hf 

U H^lft 

33 

u 
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to 
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33 
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33 
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31 
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33 
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Explanatory Note 
'3% ft, v = tos ft, to® «r 
H, ftt = to ft, to y 


H *[’ 1 to ft, to v 
tocrc^r J 
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ft, ^ IT, ft 

55 »£. q, 5 , m = accepted as fa q, fa q, fa ft 

ft = €tass ft 
qn^'r ft = fa ft 
it = ffas? it 
to q = fa 37 

For details refer to the chart of swaras. 


Jl'O »TTq 

3R U*T *TIIT 

x *imfi 

t 
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% aitorA 

t tfiroraft, * qflStflfift. 

v atft 

? ttVt. 

h qwttf 

t ITKTT^. 


t \ qfcfl. 

«qa’cr 

l qtra, * ttr, X f^nr* v f|$RS. 

* qffa 

x * mx\ 

t HTc^W 

* qraqqiT, * x ^Tr, v irft, H qqirtqrr, 5 lurftqi, 

vj $<3fr, c q^r, ^ uunfr, t * *m^. t1 TOrafl, u w, 
u finw, tv rort&r, gtfft, n»» ircfo. 

t ■ fifths 

X flftifo. 

{ X 3TT4IT 

X TON. 

xx t«rc 

t **ft» * * %^r. 

XX 

t ntroft. 

XV 

t qqnr, * sfta, * sratft, v ftM, h qtft. 

tH *0<I^T 

t tft, * *51^^irt, * *HTFft* V t^O, H *H3T> * tNrff, 


t TOFT. 

|\3 *TftXj 


U 

1 tnsrO, * !tct?r p * ’pwr, v ^rrar, \ if?*, $ sftinOT, 
^ STnOirTT, * BHTTf^l, ^ %TK, t* WltvitJ, tt 

+ 

u x\ qftft, u ftn*#. 

X\ fn*T5T 

t tTI*3. 

vfa 

l *pfc, * aripn, * qm^ft* v sptfqi^i h ^ir, l 5^T3./i 
or 


\ \m*A 

** TJSTfll 

X H3T3TT. 

M BW 

x mf<r- 


"V^ " ' 



It is not necessary to discuss the definitions of these derivative 
agas ere. Many of these Ragas will be found to have retained the 
major portions of their old forms to this day and thus the Rag a Vibodha 
wi be of great importance, from the^ historical point of view, to the 
orthem musician. Many of Somnath's Ragas are known to the Nor- 

! eT P musician * The fifth question therefore may be safely answered 
m the affirmative. 


CHATUR DANDI PRAKASIKA 

We shall now take up for discussion the Chaturdandi Prakasika 
written by Pandit Vyankata Mctkhi. The work was written about 
the shaka year 1560, that is to say about thirty years after Somnath's 
Raga Vibodha. Vyankata Makhi is admittedly a Southern writer. 
Chatur dandi prakasika is still respected as a great authority in 
the southern presidency. Pandit Subrama Dixit of Etayyapuram, 
who died only five or six years ago was the last exponent of the 
Chaturdandi system. Vyankata Makhi claims to have finally decided 
the twelve note-system in the South. It is also his claim that he was 
the Hist to lay down the seventy-two mela-kartas or melody-types for 
Raga classification. You are aware that in the Swara Mela fCalanidhi 
and in the Raga Vibodha, the vikrita swaras recognised were more 
than five. It is true that Rama Amatya knew of the school which was 
ready to accept ”mrdu" or ’’chyuta" ma and ”mrdu" or 'chyuta'' sa as 
representing the antara ga and kakali ni, but the ”mrdu" notes were 
not definitely discarded. 

Vyankata Makhi definitely does it as follows 

5 5 itentsur \W\ ftowfr 11 

This is the usual rule which we have discussed more than once. 

3 ten H 



ttifoRRiaN 11 

W* *NT ft?TfT tR *NT1 

3b* *qi$<n$ El 

51T1M 7]lTttSjt(Tnfor: | 

it i\ ^ hw(t£to<i fttfll *rft n 

it 

wffit fttll m Ml: | 

3n^q ^ftni: *rti skw tfffai: ti 

The five viknta swaras acknowledged by Vyankat Makhi therefore, are 

{*} Evovn *rf*m (t) irtsrrc w) tcsEt w U) fir (k> mafl ft 

Of these five notes, *t is a new name and requires explanation 
The Pandit says*— 

TO: WIT: JTta fait I 

*t*ptrct fcfM pfamft i 
*tiafa«Pt: jfe wfl*TO«foMI 

This shows that the mv£\ n of Vyankata Math! wa3 the ^ q of 
Somnatha. It stood on the third sruti of the panchama Tho tivratama 
W o! the Raga Vibodha was one sruti lower There were some other 
swara names in general use at Vyankat Makhi's time, and these may 
also bo noted. 


SWlft S*: 1 

ftffrgifamfa trfaw$*tnn l) 

Translation—Shuddha 'n‘ and shuddha *dha' axe never allowed 
to change the character of three sruti notes, and hence never assume 
other names. They always remain shuddha M* and shuddha ‘dha\ 

qn 3 BCTtaft qhnTTT srctnt I 
3tt ftgftrt srnl ipmVro% *wi [i 

Translation—V/hen tho shuddha gandhara retains its name 
'"gemdhara" unchanged it is always a “dwi-shrutic" or shuddha gan* 
dhara, as in the case of tho Muthari ragam 



Sfftp ftr^pr^ || 

, ., Tra nslcrtion.—When the gandhctra is described in terms of the 
n as m Sn Raga, ils two srutis are added to those oi the preying 
nshabha with the result that the gandhara is then called era™**), 
(3 plus 2 srutis rishabha). J w 


^ ’Tsa *rtc[ I 

cT^fs?jRt^ II 

?r xtct sn^r to^ 5 crsrr 3^: I 
ttq: W || 

The same reasoning applies to the shuddha nishada, when it remains 
shuddha nishada, it is of two srutis, and when it becomes a dhaivata, 
it is as in the Shankarabharana raga. 

Observation.—This change of names is made to avoid the neces¬ 
sity of having two notes of the same denomination in the same mela 
or raga. 


cm 0 I 

ffTsmWRrtWK: Tfc II 

cf^ci | 

ctm mmi'm ii 

cit* wftni mt I 

w mvms? ^ ^ u 

Translation.-—Then again the two notes shuddha ga' and 
shuddha ’ni' have some other characters assigned to them according 
to their distance or position in relation to the preceding notes. Thus 
take the case of the sadharana gandhara. This is the normal three 
sruti gandhara above shuddha rishabha. It is used in the Bhupala 
raga. If this sadharana gandhara is taken in connection with or used 
after a ft (the preceding note) then it is only an ^^tcf *T 03 

in the Shri^Raga. But if this sadharana ’ga' is described in terms of 
rishabha, then the three srutis of ’ri' will be added to the three srutis 
of ’ga', and the resulting note will be called the ^fWT. 

Observation.—This process is very clear and needs no further 
explanation. It is also applicable to shuddha ni and kaishika ni. These 



last mentioned notes will optionally become and ^ 

respectively* 

Before proceeding to the “mela" diopter of the Chaturdandi 
Prakasika, I would like to draw your attention to the Pandit’s descnp* 
lion c\ the vadi samvadi swaras He says:— 

Mqg-1) 

fa n 

tfcf | 

sr-***^ JTf ran* |] 

5 11 

Observation,—The pandit obviously advises the use of the proper 
vivadis in their proper places He says that this use will enhance the 
attractiveness of the raga In their absence Th^ 13 sou¬ 

thing like the Western “dissonances” theory. 


I do not think 1 ought to take you through the laborious process 
of the construction of the seventy two thatas of Vyankata Makhi. The 
process is well known in the Southern presidency. I have fully ex¬ 
plained it in my own works, the Laksya Sangeeta and the Hindustani 
Sangeeta Faddhati It may be noted that Vyankata Makhi does not 
use all the seventy two melas in classifying his janya ragas. He uses 
only nineteen of them. These are:— 


anffa: irffarct ggrtifa 1 

nil i 

nrs«^(T; n 

trtfifa fa: tfunfaT: | 
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nrnfast fau-fiftet | 

fa: SOTT=qrc’HTWrT3: <K U 

fa: tpnntftitifjflj \ 

fa: ra^n^rmn^eiPirr^^: it 
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17 

11 

»1 

qjf^r 

1 t 

V 
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fl 
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’> 

•sV r\ 
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ii 
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rs 
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11 
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«^S rs. 

OT«P 

11 

>1 

ij 


11 

11 

N v 

ii 

11 

ii 
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11 

-O 

V 
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11 

11 

11 

13 

fl 

11 



11 
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ii 


"nV /N _ 

3>f3Tq> 

11 

11 

3 1 

^r^l 


rZie really interesting that®. Nearly all the ten tnaras of the 

usthani Paddhcrti are to be found among them. *5 

tohXtion by Vyankata Makhi Pandit. He says 

■?r=r. rSara- ?m 
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This is a' he V Hag a introduced by the Pandit In’the Hindustani 
Sangeeta, tivra W does not come in suitably in a raga which lakes 
the ’ga* and *ni* komala The Pandit had to invent one lor the mela 

Here there is an interesting problem before the scholars If 
Vyankala Makhi has invented the Sinharava Raga, and put it under the 
5Blh mela, how is it that the raga appears tn the Sangeet Pan]at oi 
Ahobala Pandit? Ahobala puts it under his Bhairavi thata, that is our 
modem Asavari Thata. Was Pari]at wntten alter the Chaturdandi? It 
is quite true this raga does not appear in any of the other works ol the 
southern system. There was a very old raga called "Ghantarava" in 
existence Even the Ratnakara mentions the "Ghantarava" It is quite 
possible that Ahobala took it from the Chaturdarsdi, and changed its 
thata in deference to the northern rule of avoiding tivra *ma* In com’ 
bination with the komala *ga* and komalq ’ni‘ Again, Chaturdandl has* 

1 W end Pari] ala has 

fan \ atfFjraqtnTOifr: snsrenar. 

The idea is the same Has Ahobala taken his idea from the Chatur¬ 
dandl Prakasika? Ahobala made it a northern "Sinharava", wo shall 
say by the It is also possible that Ahobala saw 

Somnath's Raga Vibodha That would explain his calling tivratara 
‘ma’, tivratama ma’, also. But we need not go into ci prolonged dis¬ 
cussion of those points because that will be an unjustifiable digression. 

Vyankata Makhi classified his ragas under his nineteen thatcs as 
follows 


3PT* ItePTrq 
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< ’Mm 

* V mvft, h < 3rfTOl, 

\ ?H'il 





{ * 3fR$, * v h ^ ?f/?7?TDr- 

n Rltfrl 

k 

U <511$ 

*. ^511$ 


* mz * 
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\ ^iiesr 

15 ^Icfl 



* 


\ 
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Wo shall not go into the special characteristics of these janya 
ragas because that is beyond the province of this paper. 


SANGEETA SARAMRITA 

This work was written by the Maharaja Tulajirao Bhonsle of 
Tanjore. You all know that Tanjore wee formerly ruled by a 
Mahratta belonging to the family of the Maharaja Shivaji. The date, 
therefore, of the Sangeeta Saramrita vrill not be difficult to determine. 
It is said to be 1783 A.D. or thereabouts. Sangeeta Saramrita deals 
with the southern system of music, and its shuddha scale, is therefore. 
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the Mukhari scale, or the present Kanakcmgi. I have already staled the 
Hindus thorn notes corresponding to the shuddha notes of the Kamatik 
system- In the Swaradhyaya, Tulajirao brings in many ol the details 
described by Pandit Sharangdeva in his Sangeeta Rataakara, without 
adding, which is unfortunate, any reason or explanation for the pro¬ 
cedure. The sruti, swara, grama, murchhana. tana, alamkara, jati, 
chapters are oil brought In more or less in the language ol Sharang¬ 
deva After that the author abruptly begins as follows 

trappttr um\ i 

n»n: it 

frTT h WW l 

nwBiff niram ll 

Alter that comes in the ircprafcn 

tor: w» I 

TO t WH TOfr it 
5TO1 5T »ThTO$it: R ft t 

to n 

It will be easily seen that the author here fellows the prooeg^a^dswrr 
by Pandit Vyankata Mat Hi lor obtaining his fierr^y>wo sssar imsr 
the 12 swaras of the scale Tulajirao has also £se *ame Hisses p rd £* 
scale That the author knew about the Choturdaoi Jr :wer frss- 

the following reference by him to that work >- 

Bmmiitijw vjte i* x& n mwivi t * -, 

whtfam <nr*s& tr.<r "fx * 4 

<rTOTOR: ** I 

Thrift tj* UTOifasftetvj s****<W flr 9 

q^ttTO^sT x\ 

J 1 

This was also the argument of Vyanrss? wvw, M * \'J t' 
expression t(rihTO*r, Tte ml! ho* Itrr^srvr ^ ' f l ' 

notes as follows 

wur: zmrcur'j —r f 

Zf *C*w*tr 5 .T sf 

TOi*nr«e ftrQs’j' ^>r *rf / 



*i%«r tor: gt: ??1gJ^r $1%: || 

Then come the optioned names for some of the vikrita notes. 

ifaf srmf5rOT5r ftftcftfl* cmr u 
%% q^R <fag<*pmi5fq: I 
AMW?*WtaK: q^gwpmistFF: II 
ffqr sj^rqqrqrsiq i 

%tefrqf5lsft <w <r^«ciW: n 

ewTOffwi^irsc $<sf«Tmq n 


On the possible number of melas, and on the selection of only the useful 
ones from among them, Tulajirao Maharaj says:— 

m qgtoiR tofcffifcftjzn | 
torqtcr 333 ^ it 

q^mtotor ffgqrccm t 
JKcmqtoqi n 

Svfmmfr c!%frf RtRl effete* || 

The author of the Saramrita enumerates the following thatas as useful 
for the classification of his ragas. 


?pt stomps** gs^rrsji^ ss*.- j 
G$l WZftVtoSW qeWcW qc^; fl 

cm: <rm i 

mv mvmw 11 

‘pfqfcfamsr itewet: i 

g^t^c^r ton^qitq 11 
fagiRftmme) tfto'fts^cm: | 
te mim75qn?qTr»Rqm: q* *m« i) 

^is^RRq^rs^T ^iqi«rre*q li 

^qwwc^q^msnWmr: ll 
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x 

y 

I «ratf 

» STtfTO 
c Ttipfl 

t- 5^i0 


U frtlftift 

U 

<* ?ftfa 

tY flnrwsTi 

tH *H3lWl 

<* fJrtt^ 

*» fcritft 
u war 
u *m*i 
Ro cfhfl 


Each mela is then duly defined thus*— 

*3iS*3 riiij tfruftsT frieR: i 

*wpi xfo aifft wtofaftWr ll 

* 

rfRR: qU^ : I 

in: nnn*?**^ mi iirifttfta I) 

TO: Q: flH<TT: ^gtfnrwWI I 

fmnwrewtTO n 

This is practically the Kaphi Thata oi the Hindustani musician. In 
the southern presidency Shri Raga is still sung with these notes. Our 
Kaphl Thata, as you have seen, corresponds with their, GTHprtT 
Thata, l shall not trouble you with the Scmslcnt descriptions cl the 
remaining Thatas. Tulajlrao Bhonslo was a faithful follower of 
Vyahkata Mahhi and the Shrutl Swara chart given for the Chaturdandi 
pratasiVa will bo a good guide to the Shrutis and Swaras ol the 
Sangeet Saramril. The 5Rran of Shri Thata will be cf come b/e-r'it 
to the Hindustani musicians also 





The twenty-one thatas of Tulajirao may be written with their 
Swaras thus:— 


* . . hi ft n n q * fir Ht n w # n h q h fi h{ 

i — — •* 

* . hi n n n q ft ft nf *r ffigaqsft... nr ft n 4 q * ft at 

* meproie.... ni(innq\*ftHt ufWt. *rrft*T$<Ts«r*t 

v teiqetf. hi 0 n «r q vr fir Hi *v HiTOaft... nr ft ft v q «r fir nt 

u . twisfi .hi fi fni q h ft Hi ^ qHcfirnft... hhi n h q h ft nf 


SgOTWfi... hi ft ti *i q h % Hi uftwreq... m 0 n h q h ft nt 

^ wrow... HI fl H n q V ft Hi *vs ^T!^f. HI H H H H H ft Hi 

< H-hltfl. HI ft H IT q VT ft Hf u HRH.HI 3 *nf q fir fi Hf 

«*» 

<1 Jfrff. hm! h h q s fir h/ u mRf.nr h h h q h fir nf 

t 0 HHlft.HI ff 0 H q H VT Hf Ro fl)SI.HI fl H H H H ft Ht 

3 * qHTFft.HI fl H H H fi Hf 

Janak melas, and the janya ragas. 

> iffin; • * qRriiss, * ^qqtw, ^Hi^HmCi,v^Hl,H 

$ VS HHtfr, c §HJfl ; R t e HTcSq?fl, l ? 3tf- 

9 , i l 3CT£i R (described as *r HW) 

l HI«q*n? I l HT^HfS, R HBHHISr, % ^^5T, V Wife, K 

K ^fl, vs g?z£f, c srerq^fr, R ? * tlfl£h 

u HHSWI*, {R qqmsf, U HR*#, *V HR?IRIffr, 
*K HT^q, l $ HlSfqgr ^vsHiqfr, u^fl, U fiHIH, R«HI55, 
r* c5fiq, rr, cn^r, qqqqnics, w h^h, Rh ^fqqq, 
qgcfl, Rvs gsrHI^fli R<J RR X%m> %° ^1®^- 

v iteiqcft "- ? q^iq^t* 

h qnoft ? wsfr ( Hiqmq of ) 
















107 








X* 


x sssmtf c a ), * 


i srenOT. x 3iK*i l swa, v «\ ^nia, 

5 smml, * wi^i^i, « «i*a> n sp'rf, i* 
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(About 106 Rcrgas in all.) 

In my opinion a happy fusion between the two great music systems 
of the country is most desirable. When it comes on the Hindustani 
system will be considerably enriched. Hundreds of beautiful Ragas 
can be reintroduced here into our system by our leading living experts. 
The Southern System again will have an opportunity of adopting our 
northern graces in the Vadi, Samvadi, rules and thereby of making its 
music much more interesting. All this however, will be the province of 
Bhavi Sangeet and thus beyond the province of this paper. 


RAGA LAKSHANAM 

I shall now make a few remarks on the last of the works referred 
to in this paper. I am sorry I was unable to obtain a complete copy of 
this work. I could get only the Raga Adhyaya. Raga Lakshana ap¬ 
pears to me to be a very important work. Its importance lies in the 
fact that it is the real authority for the current Southern system. The 
“mela" names and the swara names are exactly those bund new in 
the southern presidency. We went through Swara Mela Kalanidhi, 
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the incomplete manuscript bed when I espied il It may turn out when 
the original manuscript is obtained that the title is semethmg different. 
1 give briefly the consents ler what they are worth. 
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These are the present 72 Thatas of the Southern Music System 
this day. The names of the 12 notes which form the foundation of the 
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think it necessary to go into the details. 

4rt rnmnlete this long discourse, I have in the 
I propose now to comp way the sruti, swara, raga, 

foregoing portion touched in a succinct w y 
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and thata portions of about IB treatises My object in this has been, 
as I said, to show that by a study of the ancient works, we will be in 
a position to effect certain very beneficial results so far as our present 
music is concerned I have, therefore, explained which our old books 
ere, which of them are available, and where, and what the system 
shown in them is, I now propose to show how the study of these is 
of practical use to us. 

As the subject matter o! our present music is of the same nature 
as that of the ancient music, the division and classification of that sub' 
ject matter as adopted in those texts will come in handy for system¬ 
atising out present music These can be used as a basis for improve¬ 
ment according to our present conditions 

! think, that in our present text books, we can safely leave out 
of consideration that portion o! our ancient text books which deals with 
the physiological theories of the production of sound But we will take 
the division of the gamut into 22 srutis adopted by these works for our 
gamut, and fix on it our shuddha scale, same as has been done in those 
works* It is well-known that our shuddha scale is the Bilawal scale, 
while that ol some of the works is the Kch scale, and that of others is 
the Mukhan scale. If the sruii intervals ol the ancient works arc such 
as do not satisfy the modem principles of acoustics, these can be 
determined by modem science, and standardised by consensus of 
opinion If this is done, then the basis of the structure oi out music will 
be standardised and uniform. The process of describing swaras m 
terms of sruiis, viknta sworas with reference to the shudda swaras, 
thertas or genu3 modes m terms oi the sworas and mg as in terms of the 
thalas etc which has been used in the ancient works can be adopted 
for our present system But the indefinite method of describing the 
shuddha swaras used in the texts wilt hove to be improved on by des¬ 
cribing the swaras in terms of the length of the speaking wire, of 
vibrational values, when there ts a consensus oi opinion as to these 
When the swaras have been standardised, (are determined,) we 
can also fix on the number oJ parent inodes under which the existing 
raga3 can be classified and grouped This is to be done by deciding 
mathematically the number of possible permutations and combinations 
as has been done by Vyankata Makhi. in his Chaturdandi Prakasika 
and then taking from them such as will best fit the present derivative 
modes When the number of the parent modes has been determined by 
consensus of opinion, we have to proceed to the classification of the 
existing ragas under the parent modes, and in this we will bo following 
our ancient treatises Only, we shall fix the classification having regard 
to the similarity ol swaras. vodi note, peculiarity of development end 
o*her features between the parent made end the derivative toga and 



not arbitrarily, or blindly following the ancient works. Still, the ru 
followed in the ancient texts that a derivative Raga must 
having the same scale as the parent mode, the only difference bei 
in the swaras deleted or added still remains. In the ancient texts, 
see an absence of information which is necessary to enable one 
make an accurate differential diagnosis of derivative ragas comi 
under the same parent mode. There the differentiation is made in aro 
avaroha, vadi, time,, graha, amsha and nyasa. This differential 
can be amplified by mentioning also the "pakads", or catches, 
similarity or dissimilarity of any particular raga, as compared w 
another derivative of the same thata, whether it is a "purvanga" or 
"uttaranga" raga, (that is whether its development is in the upper 
the lower tetrachord),what vivadi note can be used in it and when 
how, how it compares with a similar raga mentioned in the and 
texts, or in vogue in the Kamatik system, and so forth. We can also 
our text books have illustrations of the "alapa" developement of 
raga, set to tala and notation according to modem methods of s 
noting. As it is impossible to reduce to notation all the graces, meen 
slurs, gamaks, and other alamkaras, the notation may be supplemen 
by vocal records of practical experts, which records should be inde 
and registered, and thrown open to the student studying with the h 
of the notations. If research is able to determine the meaning of 
pictorial descriptions of the ragas, (and I must mention that there 
to be found works on the chromatics of sound, such as Field on t 
Chromatics of Sound), then these pictorial representations can be 
corporated in our text-books to be, as expounding the aesthetic 
psychic possibilities of the raga. The ancient works do not throw 
light on the principles of the compositions of tunes or songs, so that ev 
one has to fall back on a limited stock of "ustadi" songs, the corre 
ness of which no one can be sure of as they have never been not 
and have only been handed down from generation to generation, 
these principles are determined, and standardised, incorrect versions 
"ustadi” compositions can be corrected, and also new compositio 
made. By a study of the works relating to the southern system, we c 
compose songs for the northern musicians in the ragas which are su 
there but have not found a place in the northern system, and thus i 
duce, at some date, how distant soever, a fusion of the two sist 
systems of music. 

In short, having by the study of the texts ascertained the grou 
work of the system, constructive activity can improve on that grou 
work and adapt it to the prevailing conditions of education. It is the 
fore, of great use to study those texts and to obtain from them 
thorough insight into our music as it was. 






